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This dissertation explores sociopolitical dynamics in the Puuc region during the 
Terminal Classic period (c. 750-1000 CE) through a multi-level examination of 
architectural sculpture. It begins with a broad look at the regional iconography, 
reassessing the meaning of the most common motifs within an architectural context. It 
then narrows in on Kabah, where I consider the range of art and architecture present at a 
single site. The remainder of the dissertation is devoted to one of Kabah’s most 
remarkable buildings, the Codz Pop. In light of recent archaeological discoveries and 
extensive archival research, I suggest that while shared Puuc iconography reflects a 
regional ideology, the modification of such imagery allowed powerful rulers to transform 
buildings into symbols of local authority and instruments of social order. Fundamental to 
this argument is the idea that Puuc architecture was conceived of as an animate extension 
of the natural world, imbued with a supernatural energy that was harnessed by local 
rulers. In addition to an iconographic analysis, this dissertation includes a summary of 
archaeological work at Kabah and a detailed historiography of the Codz Pop. The text is 
further supplemented by an extensive collection of images, including recent photographs 
of Kabah, new illustrations of the sculpted doorjambs from the site, and a catalog 
assembling the loose stones from the Codz Pop’s Hieroglyphic Platform. The result is a 
comprehensive overview of Puuc iconography that not only expands our knowledge of 
regional ideology and history, but more broadly contributes to studies on the articulation 
of rulership in ancient Mesoamerica.
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Chapter 1: Introduction 
ANIMATE ARCHITECTURE 
The idea that seemingly inert objects—including monumental stone buildings—
could be imbued with life is an abstract concept in most of the Western world. But to the 
ancient Maya, the notion that an object or place could have a sacred essence and agency 
was rooted in their ideology (Houston 2014; Just 2005; Stuart 1996, 2006, 2010).1 David 
Stuart (2010) and Stephen Houston (2014) have suggested that it is an object’s innate 
materiality, and not some external force, that gives it this power. Stuart’s research on 
uncarved stelae among the Maya, more precisely the stone from which they are made, 
presents a strong case in favor of this argument. He proposes that the “plain” stelae 
erected during the Preclassic and Classic periods are not unfinished monuments or 
surfaces for painted imagery or texts, as they have been interpreted in the past, but rather 
animate objects that are “evoking the very natural substance of the earth and its interior” 
(2010: 286). In other words, by manipulating natural materials the Maya were actively 
harnessing the energy of the world around them and using it to structure their daily 
interactions.  
In few places is this concept more visible than in the Terminal Classic (c. 750-
1000 CE) architecture of the Puuc region in Mexico’s Yucatán peninsula (Fig. 1). The 
                                                
1 The belief that inorganic material possesses a soul, commonly known as animism or anthropomorphism, 
is not specific to the Maya but an ancient and widespread concept that likely dates back to the Paleolithic 
era. The term animism, introduced by Edward Tylor in Primitive Culture (1871), was originally discussed 
in a pejorative manner, inciting follow-up texts such as William McDougall’s Body and Mind: A History 
and Defense of Animism (1913). In recent years, the study of animism has expanded to allow for a more 
nuanced understanding of this belief and a clearer picture of its place in society. See Porr and Bell (2012) 
for a refreshing perspective on the challenge of studying animism from a Western academic perspective.  
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stone buildings, whose surfaces are carved with intricate zoomorphic, anthropomorphic, 
and geometric designs, exemplify the concept of animate architecture. These structures 
not only stress the essence of the material, but also give concrete form to a local ideology. 
As I explore throughout this dissertation, this unique style of architecture visually unites 
the region, yet a closer look reveals variety in both the arrangement and content of 
architectural sculpture, especially at the largest sites. I argue that Puuc rulers were using 
these monuments to advance their political objectives, both promoting and legitimizing 
themselves as powerful rulers.  
PROJECT OVERVIEW 
During the Terminal Classic period, the Puuc region experienced an architectural 
florescence unparalleled anywhere else in ancient Mesoamerica. Within a span of a few 
hundred years, a dense concentration of buildings was constructed in a region whose 
environmental conditions, particularly a lack of local water sources, made it difficult to 
sustain a large population. Yet exceptionally well-constructed and elaborately 
ornamented stone architecture is distributed among large and small settlement centers. 
Moreover, within the largest sites there are a number of unique structures whose 
innovative use of architectural sculpture breaks from convention. The focus on richly 
adorned monumental architecture at these locations suggests an intensification and 
centralization of political and economic power as well. 
This study is an analysis of Puuc architectural sculpture during the Terminal 
Classic period. It investigates this material on a regional, site, and building level, 
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beginning with an overview of the Puuc region and then emphasizing the site of Kabah 
and on one of its ninth century buildings, Structure 2C6, better known as the Codz Pop 
(Fig. 2). The Codz Pop is a noteworthy example of architecture and one of the most 
complex buildings from ancient Mesoamerica. Yet while is it frequently described as 
anomalous, it is not so different in purpose from other monumental buildings at the larger 
city centers in the Puuc region. This project is designed to explore the deliberately 
constructed complex meaning embedded in architectural programs in the Puuc region.  
While in its broadest sense this current study is an exploration of how meaning 
was made in Precolumbian Maya architecture, on a more specific level, it is a study of the 
articulation of rulership through architecture in the Terminal Classic Puuc region. This 
dissertation argues that buildings in the Puuc region intentionally combined mythological 
and historical imagery to communicate a local identity while maintaining regional ties. 
The connection between rulership and religion is firmly established in Maya studies (see 
Fash and López Lujan 2009; Fields and Reents-Budet 2005; Houston and Stuart 1996; 
Schele and Miller 1986; Stuart 1996) and is a phenomenon that can be widely traced 
around the world and throughout history. Examples from cultures such as the Assyrians, 
Greeks, and Inca demonstrate that religion is one of the main ways through which 
political ideology was created or sanctified. Since monumental architecture is an elite-
sanctioned public display, this dissertation asks how iconography was manipulated, and 
how sculptural programs were modified, toward the end of the Terminal Classic period in 
order to meet local political objectives. The focus on the Codz Pop adds historical 
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specificity to the larger questions regarding the role of material culture and the built 
environment in reinforcing royal claims to legitimate status, authority, and power. 
Why Kabah? Why the Codz Pop? Why now? 
Like many others, I was initially drawn to the Puuc region because of its imposing 
and sometimes spectacular, yet also carefully mediated system of architectural sculpture. 
While the seemingly cohesive style and shared iconographic program unites the area 
visually, a look at any one site reveals significant variation. Recently, Puuc scholars have 
come to a consensus that the area was politically decentralized, with the possible 
exception of a relatively rapid but short-lived consolidation of power by Uxmal toward 
the end of the Terminal Classic florescence (Carmean et al 2004; Kowalski 2003; 
Kowalski and Dunning 1994). Yet even though powerful, independent centers under the 
control of local rulers flourished during this time, the architectural style suggests a more 
complex relationship. Exploring this relationship through architecture seemed a logical 
way to address the interdependence and independence of the Puuc cities. The importance 
of this research is underscored by the fact that in the Puuc region there is little 
freestanding sculpture. Architecture was the principal medium through which rulers 
communicated. Moreover, because little systematic archaeological work has been carried 
out in the region prior to the last few decades, architecture provides an important access 
point into the region’s cultural history.  
In order to keep the data manageable, I initially narrowed my research to the sites 
associated with the only known intersite road, or sacbé, in the Puuc region because such 
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roadways have been interpreted as indicators of special relationships between sites that 
they link (Bustillos Carillo 1964; Carrasco 1993; Cobos and Winemiller 2001; Folan 
2001; González and Stanton 2013; Kurjack and Andrews 1976; Normark 2006; Rivas 
2014; Saville 1930; Shaw 2001, 2008, 2012; Trombold 1991). Concentrating on 
architectural sculpture associated with the Uxmal-Nohpat-Kabah sacbé seemed a logical, 
and tangible, approach to begin thinking about political alliances in the region. By the 
time I began my fieldwork I had narrowed my focus to Kabah. I chose to emphasize 
Kabah for several reasons. One was Kabah’s prominent location on the southern end of 
the sacbé. The other was its extraordinary architecture and associated sculptural 
programs—even within the Puuc region the quality of the carving and the designs 
demonstrate both skill and innovation. Additionally, Uxmal, located at the opposite end 
of the Uxmal-Nohpat-Kabah sacbé, is the only other site in the region whose architectural 
sculpture has received close study; therefore, it set up an interesting comparison. 
I went into the field prepared to analyze two buildings at Kabah, the Manos Rojas 
(1A1) and the Codz Pop (2C6). Yet during my research, I found myself focusing almost 
entirely on the Codz Pop. Unlike the Manos Rojas, which is only partially excavated, I 
could study the Codz Pop in its entirety. Excavations on this structure were ongoing, so I 
was able to work side by side with the archaeological project, which was unveiling 
significant new finds. One of the most impressive discoveries was that each side of this 
structure was indeed unique. Furthermore, while I was compiling my research the 
archaeological project excavated a second set of carved doorjambs containing a historical 
narrative. The jambs, which are included in this dissertation, not only add another level of 
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historical specificity to the building, but are an integral component of the final 
interpretation. As limited buildings in the Puuc region have been studied on this level, 
this project would also be of value for future scholars.2 
The Codz Pop is the most recognizable building at Kabah (Fig. 3). Its name 
comes from the Yucatec Maya words codz, roll, and pop, mat (Pollock 1980: 183), 
thought to reference the effect created by the wall of lively heads with long noses that 
give the impression of a textured and layered facade (Fig. 4). While its location near the 
current entrance to the archaeological site increases its visibility, there is little doubt that 
it was also the central focus at the time it was built. The mask covered facade, which 
overlooked and dominated an expansive public plaza to the west and north, has made it 
one of the most identifiable buildings in the Puuc region. The structure has also received 
significant archaeological attention. Since the early 20th century, the building has 
undergone restoration on at least four occasions. Kabah’s placement on a tourist route 
means it receives numerous visitors, and many individuals write about it. This project is, 
among other things, an opportunity to clarify many of the misunderstandings about the 
Codz Pop, one of the most published buildings from ancient Mesoamerica. It also 
expands our historical knowledge of Kabah. 
Methodology and Theory 
This dissertation is a combination of historiography and art historical analysis. It 
was clear during the initial stages of the project that I could not analyze the Codz Pop, or 
                                                
2 The House of the Governor and the Nunnery Quadrangle at Uxmal are the only exceptions. See Kowalski 
1987, 2015; Kowalski and Dunning 1999; Ringle 2012. 
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any building at Kabah, without researching the site’s modern history, that is, the period of 
nearly 175 years during which a number of individuals and projects both documented the 
structures and intervened to reveal, conserve, and document aspects of the site. Chapter 4 
and Chapter 5 contain this record, and as they demonstrate, Maya buildings constantly 
undergo changes due to natural processes and human interventions. My project gathers 
these data from Kabah into one place in order to assess the recent changes to the 
structures, thus facilitating a more complete analysis of the form and meaning of Kabah’s 
built environment and visual imagery.  
As part of my fieldwork, I contributed to Kabah’s historical record by creating 
new documents of many of the buildings and their architectural sculpture. I visited all 
major architectural groups at Kabah, documenting them through photographs and 
illustrations. I produced new illustrations of six sculpted doorjambs and the Hieroglyphic 
Platform associated with the Codz Pop. Among the most significant of my contributions 
to the study of Kabah are photographs and illustrations of two doorjambs from Room 1 of 
the Codz Pop excavated during my field research in 2013. Thanks to the archaeological 
project at Kabah, whose director Lourdes Toscano Hernández brought me onto the team 
as Project Iconographer, this dissertation includes the first images and descriptions of 
those doorjambs, which are among the most complex currently known in the Puuc region. 
Moreover, I received permission from the National Institute of Archaeology and History 
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(INAH) to re-excavate and document the doorjambs at the Manos Rojas at Kabah.3 
Recent photographs and new illustrations are included in this dissertation as well. 
While in the field, I engaged in frequent conversation with members of the 
archaeological project, local workers, and custodians at the site of Kabah. During these 
discussions, they brought to my attention various construction issues or details I would 
have overlooked. Their understanding of the buildings pushed me to explore the 
excavation history more thoroughly. I was also able to travel to dozens of nearby sites, 
often with residents of the area. This exposure provided a context for the data from 
Kabah that pushed my iconographic analysis further. It allowed me to think broadly about 
what images are being used and how they are being used. Considering sculpture together 
with architecture, within the context of the archaeological record, opens up new avenues 
of understanding of how buildings were utilized in the Maya region. It allows us to look 
past more specific yet isolated iconographic identification to focus on how the forms and 
functions of buildings were conceived by their designers, what broader messages they 
conveyed regarding sources of socio-political authority and power, and how such 
messages were received and understood by the ancient Maya.  
 The art historical analysis is rooted in iconographic studies and situated within an 
anthropological framework that suggests that images and objects have social agency. The 
dual approach to the material recognizes that art is both bearer of meaning and has the 
power to affect change. In his influential work, Meaning in the Visual Arts, Erwin 
Panofsky (1972) observed that images cannot be evaluated in isolation. In addition to the 
                                                
3 My fieldwork at Kabah was carried out under INAH permit 401.B(4)19.2013/36/1879.  
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more traditional study of iconography as an identification of culturally specific meanings 
of images, which he posited were often grounded in literary sources or cultural narratives, 
images must be considered in light of their greater cultural-historical context. This 
approach, which he termed iconology, emphasizes situating visual objects within and 
seeing them as embodiments and expressive agents of the cultural traditions of particular 
historical civilizations (Panofsky 1972). While Panofsky’s original subject was 
Renaissance art, his demonstration that understanding the meaning of the form, rather 
than merely identifying its content, is especially pertinent to the study of Precolumbian 
cultures. This iconological approach has been absorbed into the definition of 
iconographic studies, so that including awareness and understanding of the cultural-
historical field of artistic production is now considered fundamental to iconographic 
analysis.  
 Panofsky’s assertion that forms are meaningless without context shares much in 
common with the semiotic approach first defined by Ferdinand de Saussure (Culler 1986; 
Saussure and Harris 2013) and Charles S. Peirce (1955). Both argued that language was a 
system of signs, one that was both arbitrary and relational. Although both theorists based 
their work in linguistics, their theory of signs can be extended to images as well. In 
semiotics, a sign is something that has a meaning. Saussure (Culler 1986) defines a sign 
in two parts, the signifier and the signified, or, the “thing” itself and the concept to which 
it refers. What Saussure determined through his research is that the only way to 
determine the relationship between the signifier and the signified, two connected aspects 
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of each sign, is to understand the relational context, that is, how signs relate to other 
signs.  
As I will argue, architectural sculpture in the Puuc region is a system of signs as 
defined by the field of semiotics, one whose meanings can only be understood within the 
greater relational system, each element viewed in the context of the regional system. In 
the Puuc region there are several ways to look at the relational system. First, Puuc 
iconography can be understood within a framework of a greater Mesoamerican system of 
motifs. Second, Puuc iconography exists within its own regional system of motifs. Third, 
each Puuc site has its own way of applying the regional system of motifs. And finally, 
each building at a Puuc site has its own combination of the regional system of motifs. To 
further complicate matters, at each level of interpretation, there are additional elements 
integrated that might have no relational qualities outside of a local level. If meaning 
comes from the carefully planned system, which is dependent on relationships, then one 
must understand how a sign is interpreted on each of these levels.  
More than just interpreting the meaning of individual motifs, this dissertation 
explores how the arrangement of various elements functioned as part of a larger social 
system. Following Gell (1998) and Latour (2005), I argue that art is not a passive 
medium but a primary tool that facilitated the region’s growth. The arrangement of 
iconographic signs is not only a way to create meaning, but part of the social process. 
Gell (1998: 18) reminds us that objects themselves are not agents, but rather conduits for 
agency. What this implies is that objects can act on the behalf of others. Latour’s (2005) 
Actor-Network-Theory (ANT) also argues for the agency of objects. In Latour’s ANT, all 
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“actors” are controlled by outside forces. Objects can be actors, and as mediators they, 
too, have agency.  
Fieldwork 
The historiography and analysis presented in the following pages is based on four 
years of fieldwork and archival research in the United States and Mexico. I first traveled 
to Mérida and the Puuc region in January 2010 for a two-week research trip funded by 
the Department of Art and Art History at the University of Texas. My goal was to visit as 
many of the sites and museums as I could in this short period of time. It was on this trip, 
traveling from site to site in the Puuc region, that I began thinking about the architectural 
sculpture as a system of communication. I also began my own photo archive. In June of 
that same year, with support from an E.D. Farmer grant from the Mexican Center at the 
University of Texas, I returned to the Puuc region for a month in order to refine my 
project. At this time I was able to first meet with Lourdes Toscano Hernández, the 
director of the archaeological project at Kabah, who became my mentor in the field and 
my collaborator abroad. Her knowledge of the Codz Pop, which she shared with me 
through summaries of previous archaeological projects as well as her own, was my first 
introduction to the complex history of the Codz Pop.  
I spent the following year in the basement of the architecture library at the 
University of Texas gathering materials. Working closely with the staff of the Alexander 
Architectural Archive, who were in the middle of processing the George F. and Geraldine 
D. Andrews Papers, I was able to assemble unpublished architectural data George and 
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Geraldine had collected through their own fieldwork in the Puuc region as well as data 
they amassed from other scholars. 
In 2012, I returned for nine months of fieldwork, sponsored by the National 
Institute of Anthropology and History (INAH) in Mexico and funded by a Fulbright 
García-Robles grant and the University of Texas at Austin. Between August of that year 
and April 2013, I split my time between Mérida and Santa Elena and made two trips to 
Mexico City. In Mexico City and Mérida, I gathered materials in the INAH archives, the 
library of the National Museum of Anthropology in Mexico City, and the Universidad 
Autónoma de Yucatán (UADY) libraries in Mérida. In Santa Elena, I worked alongside 
the archaeological project and independently. From the archaeological project at Kabah, I 
continued to learn about excavations. On my own, I documented the site. I took 
photographs, made field sketches and final drawings, and took copious notes. I visited 
other sites to collect material for comparative studies.  
At the end of 2013, I returned twice more to Yucatán in order to wrap up three 
separate projects related to this study with funding from a second E.D. Farmer grant. In 
August, I documented the loose stones from the Hieroglyphic Platform in front of the 
Codz Pop. During this visit, the carved doorjambs from Room 1 in the Codz Pop were 
discovered. Since they were not fully excavated by the time I left at the end of the month, 
I scheduled a return trip to the site in December during which I completed the remaining 
research. First, I was able to document the doorjambs for the project, making preliminary 
sketches and taking photographs. Second, I reexcavated the buried doorjambs at the 
Manos Rojas at Kabah and photographed architectural fragments from the on-site storage 
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facility. Finally, I returned once again to photograph and assign cataloging numbers to 
the loose stones from the Hieroglyphic Platform, which the project had cleaned since my 
visit in August.  
STRUCTURE OF THE DISSERTATION 
The dissertation is a multi-level approach to Puuc architectural sculpture. Chapter 
2 sets up the dissertation by presenting both a physical and temporal context of the Codz 
Pop and Kabah. The thematic organization highlights the current questions and tensions 
in Puuc scholarship that motivated this research. The following four chapters explore 
Puuc architectural sculpture on a regional, site, and building level. Chapter 3 is an 
introduction to the architectural sculpture in the Puuc region. It evaluates various 
approaches to studying iconography in an architectural context and then examines the 
iconographic elements contained within this system. Chapter 4 shifts the focus to Kabah, 
providing a comprehensive overview of the art and architecture at the site. It considers 
the relationship of each building to the overall site layout and begins to identify variations 
in the architectural sculpture. Chapter 5 further narrows in on the Codz Pop. This section 
begins with a historiography of the building. It then proceeds to recreate the building as it 
was in its final stage in order to set up the final analysis presented in the next chapter. 
Chapter 6 argues that monumental architecture was a vital component of Puuc rulership 
during the Terminal Classic period and the Codz Pop was an extension of the ruler 
himself. I revisit the idea of animate architecture, looking at how a living building could 
have been transformed into a sacred location for performance and served as a platform 
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for historic imagery—both necessary components for the articulatation of rulership 
toward the end of the region’s Terminal Classic florescence. Chapter 7, the conclusion, 
summarizes the results and outlines future research questions. 
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Chapter 2: The Puuc Region in Context 
INTRODUCTION 
This chapter is an overview of some of the major trends and current debates in 
Puuc scholarship. Organized thematically, it is both a discussion of the physical context 
of Kabah and history of the field. Each section highlights the major archaeological and 
art historical projects in the region, their objectives, and their impact on how we view the 
history of the Puuc region. It is not an exhaustive summary of all Puuc scholarship. 
Instead, it emphasizes studies that are pertinent to the overarching research question, 
which asks what architectural sculpture in the Puuc context can tell us about local and 
regional political dynamics. Therefore, I highlight scholarship that addresses the main 
issues I expand upon below: the impact of the natural environment on cultural 
development; problems with defining the regional chronology; the nature of Terminal 
Classic political organization; and the problem with viewing the Puuc region in terms of 
other places, particularly Chichén Itzá and Central Mexico. The intention is not to 
exclude any particular studies, but rather to create a balanced and convincing body of 
evidence that addresses the issues pertinent to the following analysis. 
GEOGRAPHY AND ENVIRONMENT 
The term “Puuc” is a reference to the principal geographic feature in the region's 
topography, as it is one of the few hilly areas in the flat, limestone bed of northern 
Yucatán. In Yucatec Maya, the word pu'uk translates as a ridge of hills, referring to the 
Sierrita de Ticul, the inverted V-shaped chain of low mounds that runs from southwest 
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Campeche northeastward to around Maxcanu, Yucatán, and then turns southeastward 
running just south of Muna, Ticul, and Oxkutzcab (Fig. 5).4 This roughly triangular 
section of rolling terrain that extends from the southern portion of the state of Yucatán 
into the northeast corner of Campeche defines the Puuc region.  
In the Precolumbian past, as it is in the present day, the Puuc region suffered from 
a shortage of water. The karstic landscape lacks lakes and rivers, and the water table, far 
below the surface, is not easily accessible. Cenotes, sinkholes in the limestone that 
provide access to underground water, ubiquitous in the northern part of the Yucatán 
peninsula, are conspicuously absent in the Puuc region. Moreover, the region’s few caves 
are shallow, not providing a sustainable water source.5 Precipitation is also not a reliable 
source of water, as the average annual rainfall in the Puuc region is around 1000 mm and 
varies widely depending on tropical storms (Dunning 1992, Hodell et al. 2005). 
Comparing this number to the Maya regions to the south one can sense the potential 
impact on population size. The Peten region in northern Guatemala receives nearly twice 
that amount of rain annually and southeastern Guatemala averages around 2850 mm (see 
Douglas et al. 2015: 5608).  
Yet the lack of a year-round water source did not keep the region from flourishing 
during a period of its history; by the end of the Late Classic period (c. 600-900 CE), 
hundreds of sites developed in close proximity, a remarkable feat considering the 
                                                
4 A second entry in the Diccionario Maya Cordemex (1980) defines pu’uk as the fertile region in the 
southern part of the archaeological zone known as the Puuc, reinforcing the strong connection between the 
name and place. 
5 According to Dunning (1994:7), the deepest documented caves in the area are Xcoch, Chac, 
Xtacumbilxunam. Most caves in the region do not penetrate the water table. 
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inhospitable rainfall regime and lack of substantial surface sources of potable water. The 
area’s rich soil, one of its few positive morphological features, probably attracted the first 
sedentary population (Dunning 1992) and was no doubt a major factor in its continued 
growth into the Terminal Classic period.6 Permanent settlements are spread throughout 
this area, their positioning seemingly in response to the natural landscape (Kurjack and 
Garza 1980; Dunning 1992). These sites of various sizes are characterized by their fine 
limestone architecture, the masonry facades meticulously carved and ornamented with a 
system of shared motifs. The term Puuc, which refers to the geographic limits outlined 
above, has also become synonymous with the architectural style typical of this area.7  
POPULATION STUDIES 
In the 1990s and early 2000s, defining regional demographics was among the 
most controversial issues surrounding the northern lowland Maya (see Andrews 2004, 
Demarest et al 2004, Dunning 1994, McAnany 1990). The increase in population and 
economic prosperity around 750 to 900 CE that defined the so-called Fluorescent period 
was characterized by an increase in population and economic boom. Yet the relationship 
between population size and carrying capacity was unknown. Estimates from one of the 
largest Terminal Classic Puuc centers, Sayil, suggest that during the end of the 
                                                
6 For further information about the soil composition see Dunning 1990, 1992, 1994. 
7 Although it derives from and refers principally to the distinctive architectural tradition that arose in the 
hilly Puuc region described above, the term "Puuc" has also been applied as an architectural-stylistic term 
to describe stylistically-related buildings at sites further afield, including examples at Edzna, Campeche, at 
various sites in the Central Yucatán region, and at Chichén Itzá and smaller centers on the northern plain of 
the Yucatán peninsula. As George Andrews (1990, Vol. 1: 3-131; Appendix 1) and Justine Staneko (1996) 
point out, architecture from the Puuc region is distinguished from these other examples as it also adheres to 
specific regional construction techniques. 
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florescence individual sites were near capacity (McAnany 1990). Dunning (1994) applies 
the formula that Smyth (1989) and Tourtellot and Sabloff (1994) used at Sayil to 
calculate population estimates for the broader Puuc region. His research (Sabloff 1994: 
133, Table 6-4) suggests the Puuc region was at its carrying capacity, around 200,000 
people. As larger populations require more resources, a number of scholars turned their 
attention to the lack of water. Evidence from the site of Chac II (Smyth et al. 1998; 
Smyth 2003), collected by Dunning, confirms terracing in the area that neighbors Sayil 
and further suggests the implementation of alternative methods for farming.  
In Lord of the Hills (1992), Dunning considers the environment and its effect on 
the two other two issues central in the field in the early 1990s: regional settlement and 
ranking of sites. His research demonstrates how unsuited the Puuc region is for large 
settlements through an analysis of the soil and lack of water. Dunning proposes that the 
cause of regional collapse at the end of the Terminal Classic is directly related to the 
inhospitable environment. The quickly growing population no doubt further stressed local 
water resources. In addition to the concern that in any given year there are six dry 
months, drought was a genuine threat. There is ongoing discussion and debate regarding 
the effects of drought on the ancient Maya population (see Dunning et al. 2012, Dahlin 
2002, Gil 2000, Douglas et al. 2015). According to the most recent study of drought in 
Yucatán, the Puuc region was on the edge of an area more susceptible to system collapse 
and less resilient, thus less likely to recover from a prolonged period without water 
(Dunning et al. 2012).  
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From the early 8th century into the early 10th century, though, the Puuc region 
thrived on its limited resources. In his regional survey, Pollock (1980) notes that the 
population in the Puuc region rose as inhabitants adapted to the natural environment by 
modifying their built environment to capture and retain larger quantities of drinking 
water. This modification took the form of hundreds of human made water storage tanks, 
known as chultuns, dug directly into the limestone bed and built into large, architectural 
platforms (see McAnany 1990).8 In addition, the land itself was also used to store water, 
as aguadas, natural dips in the surface that could be modified to retain water longer, were 
used as seasonal ponds (Winemiller 2003: 135-138). 
By the 10th century, the Puuc region entered a decline (Carmean et al. 2004; 
Dunning and Kowalski 1994; Dunning et al. 2012).9 Elite centers were abandoned, and 
buildings ritually destroyed (Toscano and Huchim n.d.). A comparison with various elite 
collapses of Maya cities to the south shows that, on the surface, the evidence does not 
look so dissimilar (Andrews et al. 2003; Culbert 1973; Demarest et al. 2004). The most 
recent data (Dunning et al. 2012) also suggest that the cause of regional collapse at the 
end of the Terminal Classic period was directly related to the inhospitable environment, 
confirming Dunning’s original analysis of the soil and water (1990; 1994), in which he 
pointed out how unsuited the Puuc region is for large settlements. While not all collapse 
                                                
8 In his summary of recent chultun studies, Terrance Winemiller (2003: 131) points out the multitude of 
potential uses for these underground pits, which could have served such diverse functions as food storage, 
sweat houses, or burial chambers. 
9 There is some disagreement about the exact date of this elite decline in the northern Maya lowlands. 
While the most recent research reaffirms the dating of the elite collapse in the Puuc region to the first half 




hypotheses in the Puuc region center on environmental conditions, the impact of the 
environment and local geography on the history of the Puuc region cannot be ignored. 
Even today, the Puuc region is sparsely populated and the struggle with limited water 
resources continues.  
REGIONAL CHRONOLOGY 
Tracing the nuances of the rise and fall of the Puuc region remains a challenge, as 
the regional chronology has not been established. Puuc chronology is largely defined by 
architectural seriation and ceramic dating, methods that originated in the early 20th 
century. More recently, a growing number of hieroglyphic inscriptions and radiocarbon 
dates have provided key anchors. It is only in the past twenty years that ceramic 
chronology in the Puuc region has become more refined, allowing us to acknowledge that 
the area had a substantial population prior to the Terminal Classic period.10 The greatest 
hurdle to scholars studying Precolumbian archaeology is that these data come from 
relatively few Puuc sites, and thus we still have an imbalanced perspective of the region’s 
cultural history.  
In the conference proceedings of the first Puuc conference in 1977, Joseph Ball 
(1979a) summarizes some of the greatest questions and tensions in the field. Participants 
noted there was not enough stratigraphic data, artifact analysis, or much information 
                                                
10 Although this dissertation will focus on the Terminal Classic, we now can speak of Middle and Early 
Classic occupations at sites such as Chac II, Kiuic, Kabah, and Oxkintok, and even vibrant Preclassic 
centers, such as Xocnaceh. Postclassic data, on the other hand, are sparse, as current data only indicate 
squatters at the major city centers.  
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about settlement patterns in the region. Architectural studies indicate that there was a 
major population increase toward the end of the Late Classic, but the nature of the 
transition is not well understood. Ball (1977) stressed chronology as one of the biggest 
concerns, citing issues such as not agreeing on a date for the eastern Puuc collapse and 
the unknown relationship between the eastern Puuc centers and Chichén Itzá.  
Ceramics 
The Type-Variety system is among the most common methods for ceramic 
classification across the Precolumbian Americas. This classificatory system, which 
organizes ceramics using quantitative information gathered from detailed descriptions 
and analyses of characteristics such as paste composition, vessel form, and surface 
ornament, was designed to turn millions of pottery sherds, and less frequently, complete 
vessels, into useable data. Across Mesoamerica, ceramics are one of the key tools for 
dating a site. In the 1920s, ceramicist George Vaillant (1961) made the first attempt to 
correlate Maya ceramics with our own calendar dates. His work laid the foundation for 
future ceramic studies, including those undertaken in the Puuc region.  
In the 1930s, ceramicist Henry B. Roberts began collaborating with Harry Pollock 
on his architectural survey of the Puuc region. Roberts’ work, written up by Brainerd in 
The Archaeological Ceramics of Yucatán (1958), was first to suggest a lengthy 
occupation of the Yucatán peninsula, with early populations dating into the Preclassic 
period. Though his initial analysis was based on comparison with ceramics from the 
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Valley of Mexico, data from recent archaeological projects support his hypothesis.11 
Brainerd (1958) also studied Puuc ceramics in relation to the rest of the Yucatán 
peninsula. Vaillant (1961) had gathered significant material on the ceramics of Chichén 
Itza, and it was logical that Brainerd would compare Puuc ceramics to this data set. 
Although these data suggested that the Puuc region was operating independently from its 
neighbors, it did not discount a relationship between the two sites—an issue that will be 
discussed toward the end of this chapter.  
According to Brainerd (1958), while working with Pollock, Henry B. Roberts 
collected ceramics from seven sites: Sabacche, Muluch Seca, Labna, Huntichmul, Sayil, 
Kabah, and Uxmal. From this collection, Roberts observed “a remarkable homogeneity” 
among these samples, with only a few dozen rims out of the thousands falling outside the 
so-called Florescent period (Brainerd 1958: 26).12 This led Roberts to hypothesize that 
this pattern was characteristic of either a relatively short occupation or a conservative 
ceramic industry (1958: 26-7). While ceramic analysis and chronology for the Puuc 
region has been further refined, the idea that the region experienced a relatively short 
occupation continues to permeate the popular literature.  
The foundation of Puuc ceramic chronology stems from Roberts’ analysis. He 
identified two predominant types of pottery in the Puuc region, a slateware and a 
redware. While the paint on the slateware does not suggest regional or time differences, 
                                                
11 Brainerd (1958) proposed dates as early as 1500 BCE. Excavations at Xocnaceh, which began in 2001 
under the direction of Tomás Gallareta Negrón, date this earlier site to 500 BCE. By this time, there is 
already evidence of monumental architecture. 
12 The Florescent period ceramics roughly correlate to what we know of as the Terminal Classic period 
today, and a ceramic sphere known as Cehpech. 
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he speculated that the paste and perhaps the slip do trace this information (1958:27). 
However, those same variations made it difficult for Roberts to divide the material into 
consistent subtypes. The seldom-painted redware pottery, which also shows up in large 
quantities, might be a variant of the slateware. The rest of the pottery is tradeware 
(1958:28). Brainerd’s general assessment of Puuc ceramics is that they are technically 
very good and highly specialized, even if not decorative (1958:28).13  
 The homogenous view of Puuc ceramics was probably due, in part, to the lack of 
sophistication of the categorization of the so-called Florescent wares in the first half of 
the century. As recently as 1994, Joseph Ball, in a second analysis of the state of the field 
for Puuc research, calls specifically for a reevaluation of the ceramic classification 
system.14 When compared with other areas of Maya studies, Ball (1994: 389-396) 
recognized the Puuc region was falling behind. Although Brainerd’s categorization 
lacked specialization, he estimated that the major occupation dates for Kabah, Labna, 
Sayil, and Uxmal fell between 700 and 1000 CE, noting that he does not see evidence at 
other sites that would considerably extend those dates (1955: 27). As a result, Puuc sites, 
which mostly have Cehpech ceramics, have been viewed as single occupation locations 
(Sabloff and Tourtellot 1991). 
 Later work by Robert Smith (1971), who analyzed pottery from across the 
northern Yucatán peninsula, confirmed the accuracy of those dates. Moreover, he further 
                                                
13 One type of deeply carved and richly ornamented ceramics that defies this description are the Chocholá 
ceramics from the western Puuc region (Werness-Rude 2010). As Werness-Rude points out, examples of 
Chocholá ceramics are hardly ever found in situ, and therefore probably escaped Brainerd’s classification. 
14 Ball (1979b) presented his own view on Puuc ceramics at the 1977 conference on the Puuc region. 
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defined the Cehpech sphere. Smith noted that the earlier ceramics, such as Motul and 
Sotuta, were relatively absent at Puuc sites. Thus he maintained, like Brainerd, that the 
majority of ceramic activity in the Puuc region seems to fall within the Terminal Classic 
period, defined as falling between about 800 and 1000 CE (Smith 1971). While originally 
Sotuta ceramics were considered a successor to Cehpech, current work shows that the 
two overlapped considerably.15  
Michael Vallo and the Xkipché project made great progress in this regard by 
refining the site’s ceramic chronology.16 Over seven field seasons, the project collected 
over half a million ceramic fragments and two dozen complete vessels. While it is 
common for archaeological excavation to unearth this quantity of fragments, typically 
there is already a framework for their analysis. As already described, there was little 
refinement for the Puuc ceramics. 
Knowing there was a chance to address many questions about ceramics in the 
Puuc region, Michael Vallo completed a comprehensive analysis. Up until this point, 
ceramic classification had been based on the type-variety system. Vallo (2000, 2003) 
expanded this system of ceramic analysis for the Puuc region. He began with a traditional 
type-variety analysis and combined it with mode classification, an Old World 
archaeology approach that incorporates attribute analysis of vessel forms and decoration 
design (Vallo 2003). With this methodology, Vallo was able to identify the distribution of 
                                                
15 As I will discuss in greater detail later, the original idea that Sotuta ceramics were a successor to 
Cehpech ceramics is now under debate. This new understanding has had the greatest impact on work at 
Chichén Itzá, prompting a re-evaluation of the so-called “Maya” and “Toltec” phases at the site. For a 
summary of the issue, see Rice and Forsyth 2004: 48. 
16 Vallo (2003: 314) provides a list of other projects that have also attempted site-specific ceramic 
chronologies in the Puuc region, including Xcalumkin, Oxkintok, and Sayil. 
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functionally different ceramics across Xkipché to determine how different sectors of the 
site were once used.  
In order to track the nuances of his analysis, Vallo divided Cehpech ceramics into 
seven distinct phases. In his report, Vallo (2003) calls for monographs similar to his work 
at Xkipché to be published by other Puuc sites so that more accurate and complete 
conclusions can be reached. To date no other project has assembled such a text. However, 
projects such as Xculoc (Michelet et al. 2000) have tested the new model by combining a 
type-variety system with a functional analysis.  
No project more clearly defined this forward movement on refinining ceramic 
chronology than Xkipché. In addition to ceramic analysis, the archaeological project at 
Xkipché is the push for combining ceramic and architectural chronologies. Reindel 
(2003: 79-96) advocates for the need to fix the chronology in more absolute terms. He 
(Reindel 2003: 80) embraces this approach as he argues that the architectural density 
during the Terminal Classic period in the Puuc is ideal for developing stratigraphy. 
Architecture 
While ceramic studies predated architectural studies, architectural chronology is 
the primary means of dating sites. A thorough ceramic analysis requires careful 
excavation and comparative data. As the summary in the second part of this chapter 
reveals, ceramic data are not available for every site in the Puuc region—or even a 
majority of the sites. On the other hand, the stone architecture typical of the Puuc can be 
viewed by clearing bushes and trees. As a result, early studies by Harry Pollock (1980), 
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later expanded upon on by Paul Gendrop (1983) and George F. Andrews (1990; 1995, 
Vol 1: 3-131), offer another method of dating in the Puuc that does not require 
excavation. However, architectural chronology is a method of relative dating, as it is not 
yet firmly anchored in the ceramic chronology, a fact stressed by Reindel (2003).  
At the forefront of the movement to classify architecture was Harry Pollock, an 
archaeologist at the Carnegie Institution of Washington who completed an architectural 
survey of the Puuc region between 1932 and 1940 with the goal to order architectural 
styles in time and place. Though his final work was not published until 1980, his results 
were shared through various Carnegie Institution of Washington articles, and he 
circulated his findings among other scholars. Consequently, Pollock’s work during the 
first half of the 20th century provided the foundation upon which a number of scholars 
built.  
Pollock (1980) divided Puuc architecture into four styles: Early Oxkintok, Proto-
Puuc, Early Puuc, and Late or Classic Puuc. Paul Gendrop (1983) proposed a similar, yet 
more simplified scheme, dividing the architectural sequence into three styles: Early Puuc, 
Colonnette or Early Classic Puuc, and Late Uxmal or Late Classic Puuc. George 
Andrews (1995, Vol 1: 3-131) proposed a more nuanced scheme, which includes six 
styles: Early Oxkintok, Proto-Puuc, Early Puuc, Classic Puuc, Mosaic Style, and the Late 
Uxmal Style. To the six categories, he added a seventh, which he termed the Intermediate 
Style. The buildings in this final group are less a part of the chronological sequence and 
instead a way to place non-conforming buildings.  
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Andrews refined the classification scheme for architecture in the Puuc region by 
drawing from three separately definable, yet interrelated, features: architectural, 
constructional, and decorative (1995, Vol 1: 3). While Andrews, Pollock, and Gendrop 
specialized in architectural studies, publishing almost exclusively on this topic, Andrews 
was also a trained architect who spent most of his professional life designing architecture 
and teaching at the University of Oregon. This background affected his methodology, and 
as a result, the data he produced.17 Most of his material was gathered with the intention of 
creating a database of Maya architecture, unrealized prior to his death in 2000. Andrews’ 
data are technical and thorough, especially given the practical limits in collecting data 
from architectural ruins, the majority of which are buried in the scruffy brush of this 
region of Yucatán. A full explanation of Andrews’ classification is available in Volume 1 
of his 1995 publication. Rather than review it in its entirety, I have chosen to summarize 
Andrews’ three later phases—the Colonnette style, the Mosaic style, and the Late Uxmal 
style—as well as the Intermediate style, as they are the most prominent at the site of 
Kabah, the focus of this present work.18 
Andrews interprets the Early Oxkintok style, Proto-Puuc style, Early Puuc style, 
Colonnette and Mosaic styles, and Late Uxmal style as developing in an early to late 
                                                
17 I have been working with the George F. and Geraldine D. Andrews papers in the Alexander 
Architectural Archive at the University of Texas at Austin since 2010. I assisted with an exhibition of his 
papers and acted as the subject specialist on various cataloging projects as the collection was processed. 
Over the years, I have also conducted extensive research of my own, reading through Andrews’ field notes, 
INAH reports, conference papers, and correspondence. In addition, I have accessed his collection of 
drawings, photographs, and slides. This experience has given me a clear view of the type of scholar 
Andrews was, and thus a unique perspective on his research.  
18 For more information on Early Oxkintok, Proto-Puuc, and Early Puuc styles, see Andrews 1995, Vol 1: 
7-41. 
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chronology. He considered that there was overlap in time between Colonnette and 
Mosaic styles (Andrews 1995, Vol 1: 103). The Colonnette style (Fig. 6) is defined by the 
shorter tenons on the veneer stones, generally higher rooms than the Early Puuc, clearer 
division between the lower and upper wall zones, and the introduction of the wedge 
shaped vault stones (Andrews 1995, Vol 1: 43-62).19 The chief decorative feature is the 
colonnettes—typically small, engaged columns that provide no support—which often fill 
the lower wall zones. Although plain in comparison to the buildings that follow, the Puuc 
Colonnette style is the most common (Andrews 1995, Vol 1: 169).20  
While the Puuc Colonnette style is the most widespread, the contemporaneous 
Mosaic style is the most recognizable (Fig. 7). 21 Because of its elaborate design, it is also 
the most frequently restored. One can see the seemingly endless synthesis of elements on 
a visit to any of the Puuc sites along the popular Ruta Puuc, the term given to the major 
modern tourist trail that includes Uxmal, Kabah, Labna, Sayil, and Xlapak. The greater 
ubiquity and more common appearance of the Colonnette style, and the fact that the more 
elaborate Mosaic style facades usually appear on structures at the center of the largest 
Puuc sites, gives a strong indication that the latter is communicating information about 
the special significance of the structure it adorns and/or the group of people who 
commissioned its construction, use it, or otherwise have access to it. 
                                                
19 For more information regarding building technique in the Puuc region, see Staneko 1996. 
20 If, in fact, Classic Puuc and Mosaic style architecture appear simultaneously, the important question it 
poses is how the two styles of architecture were distributed and how they relate to each other.  
21 The Mosaic style, while the most iconic, represents only 18% of the regional architecture. In a sample of 
156 Puuc sites, 74 contain Colonnette style, 53 Mosaic style, and only 15 appear to have both (Andrews 
1995, Vol 1: 43). The Mosaic buildings also have a more limited distribution, 47 of those 53 sites located in 
the eastern Puuc sector (Andrews 1995, Vol 1: 64).  
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In the Puuc Colonnette architectural style, architectural sculpture is found most 
commonly on the frieze. By contrast, carved motifs appear in nearly every architectural 
region of Puuc Mosaic architecture. The elements include colonnettes (plain and banded), 
frets and stepped frets, mask panels,22 latticework, mat symbols, and zig-zag dentate 
(Andrews 1995, Vol 1: 169, Fig. 1).23  While this ornament is also heavily concentrated 
on the upper frieze, frequently decorated, too, are the bases. The lower wall zones are 
often left smooth and unadorned. Colonnetttes continue to appear in this phase, perhaps 
as a way to unite the two contemporaneous styles.  
The Late Uxmal style (Fig. 8) was identified by Andrews as a variant of the 
Mosaic style, one that was only found at Uxmal (1995, Vol 2: 81). Eleven deviations 
from the Mosaic style were noted.24 Although Andrews creates a separate section for Late 
Uxmal, which tends to include a wider range of sculptural elements, and the 
aforementioned Intermediate Style, which I mentioned is mostly a catchall for the 
anomalous sculpture, I find these designations to be of little use in a chronological 
seriation. While I do see clear construction and stylistic differences between the 
Colonnette and earlier phase and these three, there are always surprises in Puuc 
                                                
22 The masks are specifically referred to by Andrews as Chac masks. I have replaced it with mask panel 
here for reasons that are explained in Chapter 3. 
23 Foncerrada de Molina (1965) classifies the "latticework" patterns on Puuc facades as either "simple" 
(i.e., strand over strand textile and/or mat-weave based) or "complex" (i.e., the zig-zag or dentate pattern). 
For a more detailed discussion of these variations see Kowalski and Miller (2006) and Trevelyan and 
Forbes (2002). 
24 Andrews’ list is as follows: 1. Presence of serpent motifs (many variations); 2. Extensive use of plain 
and complex latticework; 3. Extensive use of thatched hut with mask motifs (the only other examples at 
Labna and Chacmultun); 4. Elimination of the half-round colonnettes; 5. Oversized medial and cornice 
moldings, cantilevered, includes rosettes (rare elsewhere); 6. Several non-Maya motifs; 7. All exterior 
doorways have recessed jambs and lintels; 8. Vaults and upper wall zones higher; 9. Outward slope of 
facade; 10. Stonework finest in the region; 11. Decoration on upper wall zone includes human, animal, and 
anthropomorphic figures, not common in Mosaic style (1995: 81). 
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architecture. Therefore, while helpful in discussing variation in building types, they are of 
less value in a chronological discussion of Terminal Classic architecture. However, it 
does allow interesting comparisons to be made not only across sites, but also within them, 
where the differences may mark aspects of architectural function and meaning, as well as 
signaling the socio-political status of their owners and users.  
Studying construction and style has led to a chronology of Puuc architecture. 
Regardless of its inability to pinpoint dates, architectural seriation has also become one of 
the prime means of “dating” Puuc sites and continues to be one of the primary means 
through which we understand Puuc chronology. Reindel’s (2003) push to correlate 
ceramics and architecture seems more relevant than ever. In some instances, hieroglyphic 
or radiocarbon dates have been able to anchor the chronology, but it is not a region-wide 
solution, as not all sites nor individual structures have written texts or hieroglyphic dates, 
nor are all Puuc buildings associated with organic materials that can be radiocarbon 
dated.25  
Hieroglyphs  
Across the Maya region, the dates recorded in hieroglyphic inscriptions—
appearing primarily on freestanding sculpture, architectural sculpture, or in paintings in 
architectural contexts—are another means for dating the remains with which they are 
                                                
25 It is important not to assume that something that is more “complex’ is later, as there are many examples 
where simplifying forms and eliminating elements shows a different kind of development. However, in the 
Puuc region, we do tend to see a progression toward the baroque, the architectural sculpture becoming 
more elaborate, layered, and sophisticated in both content and placement. In addition, we can observe 
increasing technical complexity, such as more advanced construction techniques. 
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associated and the historical events described in such texts, although only some dates are 
"dedicatory" in the sense of marking the time when the monument was completed, while 
others refer to events in the near of more distant past, or sometimes in the future. 
Hieroglyphic inscriptions, unlike ceramics, architecture, or even radiocarbon dates, offer 
exact dates, but only when they can be anchored on a linear calendar, which is not always 
the case with Yucatecan dates (Thompson 1937).26 Another problem is that hieroglyphs, 
like ceramics, are in most cases uncovered through excavation. As the majority of Maya 
sites are not fully excavated, inscriptions are both limited and not evenly distributed. 
Furthermore, as this brief section will show, the hieroglyphic record is limited compared 
with the southern Lowlands and elsewhere in the Yucatán peninsula where hieroglyphic 
inscriptions are both longer and more common. As Grube (2003: 340) points out, only a 
handful of site in the Puuc region have more than ten inscriptions. Additionally, until the 
past several decades, the reading of hieroglyphs has been less certain. Furthermore, the 
language of the glyphs in the Yucatán has been under some debate (Grube 2003: 353-
359; Houston et al. 2000). While hieroglyphic texts illuminate other areas such as 
language, political structure, and historic narrative, this section will focus on their 
importance in narrowing down the chronology in the Puuc region.  
As with ceramics and architecture, methods continue to improve and more dates 
are discovered. In 2003, Grube (368-370, Appendix 1) compiled a chart of hieroglyphic 
dates from northwest Yucatán. In addition to the Puuc region, it includes decipherments 
                                                
26 Although the dates pinpoint a specific moment that can be correlated to our calendar, it should be 
remembered that the dates are not necessarily contemporaneous to the architecture or object on which they 
are depicted.  
 32 
for other sites, such as Chichén Itzá and Ek Balam further northeast. The earliest dates 
are from the northwest Puuc region, particularly Oxkintok, which has a handful of 5th 
century dates, and the latest are from Uxmal in the Puuc region, which has early 10th 
century dates. This range of dates confirms the general dating of the region to the Late 
and Terminal Classic period. Another source in addition to Grube (1994, 2003) is the 
dissertation of Daniel Graña-Behrens (2002) on the Maya writing in the northwestern 
Yucatán. Graña-Behrens attempts to assemble a chronology for the northwest Yucatán in 
order to learn more about the cultural history of the area. His interpretation mostly 
corresponds to Grube’s, but additional inscriptions are explored in greater depth. 
Other Methods of Dating 
Another type of data that has been used to refine the chronological understanding 
of the Puuc region is radiocarbon, or carbon-14, dating. This method tests the age of 
organic material by measuring the amount of radioactive carbon isotope remaining in a 
sample of an archaeological material such as wood or human remains. Radiocarbon dates 
are not only used to assess the date of an object, but also associated objects—or objects 
that share the same archaeological context. While this is generally a reliable type of 
dating, it does not provide an absolute date, but rather provides a range of dates that are 
more or less probable within statistical parameters. For example, a sample from the 
Manos Rojas building at Kabah returned a radiocarbon date of 1210 +/- 40 years 
(Carrasco 1993; Peréz de Heredia 2001: Anexo VII). While a range of less than 100 years 
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is more accurate than current ceramic and architectural seriation, there is also concern 
that the thirteenth-century date might have come from a sample from a later occupation. 
 Still, radiocarbon has the potential to be used in conjunction with ceramic, 
architectural, and hieroglyphic dating to generate a more accurate chronological picture 
of the Terminal Classic Puuc. The Xkipché project (2011) has also used obsidian dating. 
A combination of methods will need to be used to determine the nuances of this 200 to 
300 year florescence on a regional level. As Ball (1979b) and Vallo (2003) attest, until 
there is some way to consistently date across the Puuc region, relative to concrete dates, it 
is difficult to advance our chronological view of this area. 
TERMINAL CLASSIC POLITICAL ORGANIZATION 
Although the data presented above expose the problems with regional chronology, 
they do confirm the Puuc was an active center during the Late Classic through Terminal 
Classic period, at which time we see an increase in the number of population centers in 
the Puuc region, accompanied by an increase in areal extent, presumed population, and 
elaborate architecture and hieroglyphic inscriptions. For most of this period, it does not 
appear that one site held control over the Puuc region. Instead, centers of varying sizes 
were spread throughout. In the absence of a clear political hierarchy, scholars have 
proposed that the Puuc region was politically decentralized (Carmean and Sabloff 1996; 
Dunning 1992; Kurjack 1979). Carmean et al. (2004: 442-443) suggest that the eastern 
Puuc region was “a series of independent, small-scale, regal-ritual, dynastically focused 
kingdoms…jockeying for power and status among themselves, while seeking to maintain 
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their centralized status within their own communities in the face of the centrifugal forces 
of the still-strong lineage heads.” In other words, the architectural boom probably 
reflected this dynamic political environment and was an active player in its process, 
which could be described as a kind of elite emulation, coupled with inter-polity efforts to 
outdo each other. 
In spite of consensus that the Puuc region was decentralized for much—if not 
all—of its history, there is conflicting evidence that suggests that Uxmal may have 
consolidated power at the end of the 9th century (Carmean et al 2004; Kowalski and 
Dunning 1994). Alternatively, Ramón Carrasco and Eduardo Pérez de Heredia (Carrasco 
1991; Carrasco and Pérez de Heredia 1993) argued that Kabah might actually have 
maintained its power structure longer than Uxmal, and therefore if a single city were to 
have consolidated power, Kabah was also a contender. However, the argument for 
Kabah's longer occupation and the longevity of centralized dynastic power at the site is 
based in the presence of the 987 CE date on the jambs from Room 21 of the Codz Pop, 
which has been reinterpreted as 859 CE (Graña-Behrens 2002; Grube 2003; Stuart and 
Rubenstein 2014). 
Site Ranking 
Site ranking has been used as a prime means to define regional power structure in 
the Puuc region. Garza and Kurjak (1980), Andrews (n.d.a), and Dunning (1992) have all 
attempted to order Puuc sites using slightly different formulas, based on factors such as 
settlement size and building typology. They have all been surprisingly consistent in their 
 35 
ranking; the question is, what can this ranking tell us about the political organization? In 
all three systems, Rank 1 forms the top of the hierarchical pyramid and a larger number 
while either Rank 4 or Rank 6 is the bottom.  
The first intensive regional mapping is credited to Garza and Kurjack (1980), who 
completed a comprehensive systematic ranking as part of their project assembling the 
Archeological Atlas of Yucatán (Garza and Kurjack 1980). Although, their work is 
limited to the state of Yucatán, and the Puuc region crosses over into the state of 
Campeche, it still provided the groundwork to approach the question of regional 
hierarchy. Garza and Kurjack (1980) proposed a four-tier ranking scheme. They divided 
the sites using a Rank 1 to Rank 4 system. While their ranking includes sites across the 
state of Yucatán, therefore including sites not in the Puuc region and excluding sites in 
the Puuc region that are in the state of Campeche, Uxmal was the only Puuc site listed as 
Rank 1 (Fig. 9). Many of their data were gathered from aerial surveys instead of ground-
level surveys. Thus, the ranking was based primarily on size and Thiessen polygons, a 
method that records points on a map and then groups them according to perceived 
spheres of influence (Smith 2003: 122-126).27  
In the ensuing years, more nuanced ranking systems were proposed by Nicholas 
Dunning (1990, 1992; Dunning and Kowalski 1994) and George Andrews (n.d.a), whose 
systems considered various other comparative elements. Dunning’s work on settlement 
patterns (1990, 1992) used three basic factors for ranking: settlement area, core volume, 
                                                
27 Mapping spheres of influence based on Theissen polygons falls short in that it is a static representation 
of political spheres as it does not account for other dynamic forms of interaction. Grube’s (1994, 2003) and 
Graña-Behrens (2001) aforementioned epigraphic work in the Yucatán is just one example of the complex 
regional relationships not based on proximity. 
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and civic symbols. Like Garza and Kurjack, Dunning also used Thiessen polygons, but 
his ranking was more complex; he proposed a six-tier hierarchy, with a seventh tier 
reserved for seasonally occupied hamlets (Fig. 10). Within this hierarchy, Dunning 
(1992: 111-114) also defined two basic models of core organization: the Labná plan, elite 
residences linked to civic/ceremonial complexes via a sacbé, and the Nohpat/Yakalxiu 
plan, where the two types of architecture are situated around courtyards.28  
George Andrews’ system, the GFA system, offers a modification of Nicholas 
Dunning’s survey (n.d.a: 73). In addition to settlement data and architectural motifs, 
which both Andrews and Dunning thought demonstrated a larger and more complex site, 
Andrews included the size and function of architecture into his calculations.29 Andrews 
(n.d.a: 73) notes that the two largest classes of sites, those labeled Rank 1 or Rank 2, are 
separated mostly by size and the number of civic and/or ceremonial features. Based on 
this observation, Andrews views Rank 3 sites as secondary centers. The four largest Puuc 
sites are Oxkintok, Uxmal, Kabah, and Nohpat.  
The studies assembled by Garza and Kurjack, Andrews, and Dunning, all use 
slightly different formulas, but the final rankings are surprisingly consistent. In all three 
systems, two sites in the Puuc region earned a Rank 1 designation: Oxkintok in the 
western sector and Uxmal in the eastern sector. These data have led several scholars to 
recognize their status as regional capitals. Kabah is singled out in the ranking of Dunning 
                                                
28 More information about these two models of core organization can be located in Chapter 4 in the 
discussion of site orientation at Kabah. 
29 This range of elements stresses that while the intention behind site ranking is objective, the selection of 
criteria is on some level subjective. For example, size is difficult to determine with so many buildings in 
ruins, and function is often unknown. 
 37 
and Andrews, as it is the only site that straddles the Rank 1/2 designation. Garza and 
Kurjack (1980: 32) label Kabah as a Rank 2 site. 
As this dissertation focuses on the site of Kabah, and since the rankings, the 
material evidence associated with the site has expanded considerably, I will point out a 
couple of problems with previous efforts to rank sites in this manner. Most importantly, 
the imbalance between excavated and not-excavated sites will continue to affect the way 
in which these numerical rankings are calculated. I am not the first to suggest there are 
complications with this system. In fact, Garza and Kurjack (1980) admitted that they felt 
uncomfortable with their final ranking and Dunning and Kowalski (1994: 74) 
acknowledge that a ranking system of this type is “…essentially an arbitrary imposition 
upon a system of settlement that formed a spatial and temporal continuum in the real 
world.” Yet they suggest that the purpose of this type of ranking is valuable in that it 
reveals variations in status, even if we cannot fully understand them from this system. 
They do provide a method for making good-faith estimates regarding which centers are 
likely to have been more powerful or influential in the Puuc region at particular times. 
Such relationships probably changed over time. For example, Uxmal's most massive 
monumental construction phase seems to have occurred quite late, in the late 800s to 
early 900, suggesting that although it may have been important earlier, it only achieved 
its Rank 1 status for a brief period (Dunning and Kowalski 1994). 
While this method does organize sites based on size, distribution, and perceived 
importance based on civic symbols, it does not adequately address the nature of political 
organization. Adam Smith (2003: 130-131), an anthropologist who has studied complex 
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polities through spatial organization, cautions against the use of the Thiessen polygon 
method of defining territories and determining power structure. He warns that applying 
boundaries to particular areas on a map disregards the fluidity inherent in most spheres of 
influence. Smith also draws our attention to the fact that areas of authority are not only 
based on proximity. If we consider Smith’s argument, that power can be exerted over 
great and non-contiguous distances, then it takes more than site mapping to discern 
political organization.  
While proximity and size alone cannot fully address political relationships and 
power structures, another factor that is a vital part of the discussion is the presence of an 
intrasite sacbé that connects Uxmal, Nohpat, and Kabah, a feature that has led various 
investigators to contend that these three large sites, all Rank 1 or 2, were engaged in a 
relationship—although the exact nature is undetermined (Fig. 11). A number of smaller 
settlements are distributed along the path of this roadway as well (Carrasco 1993). This 
feature adds greater specificity to the site ranking diagrams and suggests that roads are 
not only modes of transportation, but, as Charles Trombold (1991: 3) points out, “formal 
routes…that show evidence of planning and purposeful construction.” One must consider 
their role in economic, social, and political development. Roads are not only a method of 
organization but also a mode of communication. Trombold (1991: 3) argues that informal 
routes, such as paths, trails or trade routes, are unlike formal routes as they are formed by 
natural movement rather than designed by a power structure. Similar conclusions are 
reached by numerous authors in a recent book on roads and their meaning around the 
world (Alcock et al. 2012). Other studies of roads in the Maya region have tried to 
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ascertain the cultural, political, and spiritual importance of roads (Bustillos Carillo 1964; 
Carrasco 1993; Folan 1991; González and Stanton 2013; Kurjack and Andrews 1976; 
Normark 2006; Saville 1930; Shaw 2001, 2008, 2012; Trombold 1991). They have 
offered a number of explanations for these ancient roadways, including their use in 
marking the boundaries of political territories, serving as indicator of social links between 
sections of sites or between sites, or use as ceremonial paths, to facilitate the exchange of 
goods, as transportation, or modes of communication. The distinctions are often inferred 
from the location, whether the roads are intrasite, the most common, or intersite, of which 
there are only nine currently known in the Maya region.30 Although other intersite roads 
are probably lost, their relative rarity suggests they deserve attention. 
The Uxmal-Nohpat-Kabah sacbé connects three of the largest settlements in the 
Puuc region. Little formal excavation has been carried out on the sacbé itself. The main 
exception is the work undertaken by an INAH project under the direction of Ramón 
Carrasco (1993). Carrasco, the archaeologist who directed excavations at Kabah in the 
early 1990s, set out to challenge the regional ranking system by dedicating part of a 
season to mapping the sacbé between Kabah and Uxmal that passes through Nohpat, a 
Rank 2 site. Carrasco found continuous settlement between Kabah and Nohpat, but 
sparser settlement remains between Nohpat and Uxmal. While the actual end of the sacbé 
at Uxmal was not found,31 Carrasco (1993) concluded that all three sites were of equal 
                                                
30 Shaw (2001: Table 3) includes the following intersite sacbeob: Ake-Izamal, Caracol, Coba-Ixil, Coba-
Yaxuna, Izamal-Kantul, Kabah-Nohpat-Uxmal, Tiho-Izamal, El Mirador, and Uci-Cansahcab. 
31 Until recently, the termination of the other end of the sacbé was unknown. However, in 2014 (see 
Moguel 2014), excavations under the House of the Governor at Uxmal uncovered a second arch, believed 
to be the endpoint. This research confirms that the structures at either end of the sacbé date to the Classic 
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importance, and that either Kabah or Nohpat—rather than Uxmal—might have at one 
time been the dominant center. His observations, while specific to his own fieldwork, 
were echoed by Joseph Ball (1994) in the conclusion he prepared for the 1989 Maler 
conference. Ball cautioned against assuming that Uxmal, and large sites like it, are 
functionally more complex or qualitatively different from other Puuc centers. 
The question of regional hierarchy is especially pertinent to studies surrounding 
the Uxmal-Nohpat-Kabah sacbé. This physical connection implies a relationship, but the 
nature has been disputed. Part of the problem is that no formal excavations have taken 
place at Nohpat. It makes it hard to draw conclusions with that gap in data. Andrews 
(1975, n.d.a) holds that the sacbé was constructed during the Early Puuc period, when all 
three sites were in their initial stage of growth. Kurjack (1990), like Carrasco, goes so far 
to suggest that Nohpat was the central focus, proposing that Uxmal was the latest 
addition to the network, and Nohpat, located in the middle, was once the dominant center 
(also see Dunning 1992; Carrasco 1993).32 What this research suggests to me is that 
politics in the Puuc region during the Terminal Classic period were more complex than a 
hierarchical system, with intersite and probably interpersonal relationships being more 
nuanced and complex than a simple hierarchical system in which Uxmal was always the 
paramount partner. Knowing more about the regional chronology would assist in 
answering these questions as well. 
                                                                                                                                            
period, also supported by recent work at the quadrangle at Kabah, and on the pyramid at Kabah, that also 
date to around 600 CE. 
32 Little archaeological work has been carried out at Nohpat and therefore many assertions about the site 
are speculative or based on limited evidence. 
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Rulers or Co-Rulers? 
The debates on political hierarchy and site interaction raise the question: who was 
ruling these three major sites, which may have been independent and been governed by 
separate kings. The images carved into stelae, columns, and doorjambs depicting 
individuals in head-to-toe regalia, and occasional appearance of an ajaw, or lord, glyph in 
the inscriptions, suggests that a number of powerful individuals ruled simultaneously 
across the Puuc region. Rulers are dressed in standardized regalia and are shown engaged 
in carefully selected scenes relating to sacrifice, ceremony, or accession. The way in 
which these individuals are represented in sculpture suggests an institution of divine 
kingship in the Puuc region similar to what is found in the southern Lowlands (Fields and 
Reents-Budet 2005; Houston and Stuart 1996; Schele and Miller 1986; Stuart 1996). Yet, 
with the exception of studies on Lord Chahk’s rule at Uxmal (Kowalski 1985a, 1987; 
Kowalski and Dunning 1999; Ringle 2012), and a paper endeavoring to trace a series of 
rulers at Kabah (Carrasco and Pérez de Heredia 1996), there have been surprisingly few 
studies focused on divine kingship in the Puuc region.  
However, there are other studies on rulership in the northern Maya area. Some 
scholars argue that political systems that shared power among co-rulers existed in the 
Puuc region during the Terminal Classic, specifically at Xcalumkin (Grube 1990; 1994: 
319-324; Michelet 2002). The idea of co-governance, also referred to in the literature as 
multepal, was first introduced into Maya scholarship in reference to the governmental 
structure at the site of Chichén Itzá, a structure first noted during the Colonial period 
where (Quezada 2014: 6-21) In A Forest of Kings, Linda Schele and David Freidel 
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(1990) first suggested that Chichén Itzá was not united under a single ruler, but rather 
was under joint rule. Their supposition was based on the reading of the yitah glyph, 
which David Stuart originally translated as “brother” or “sibling” (Schele and Freidel 
1990: 449). They also drew from contact-period evidence, citing that Spanish friar Diego 
de Landa made similar observations in Yucatán in the 15th century.  
Since 1990, the reading of the yitah glyph has been challenged. It is now 
interpreted as “witnessing” or “overseeing,” which gives a new meaning to the scenes 
accompanying the glyph with two figures (Houston 2000: 177; Houston et al. 2000; 
Stuart 2000: 483, 508, Note 12; Stuart 199: 196-198 as cited in Ringle 2004). Erik Boot 
(1997) also reevaluated the yitah glyph, noting that a new understanding of its spelling—
yitaj—has a different verb root, ita-a, which more closely translates as “accompany.” 
Boot argues that the appearance of this glyph within the text is “not political, but rather 
dedicatory and religious in nature” (1997: 139). He concludes that multepal is not a 
viable model for the type of political organization at Chichén Itzá. 
However, co-rulers are still considered a form of governance in other parts of 
Yucatán—for example, at Mayapán, a Late to Post-Classic site to the west of Chichén 
Itzá (Masson and Peraza 2014: 48-50). Although originally deciphered at Chichén Itzá, 
the glyph was also discovered at the site of Xcalumkin where Nikolai Grube (1990) 
translated the glyphs to mark distinctions in types of rulership in the Puuc region, which 
he proposed was divided between four individuals of equal status. 
Since we know so little about rulership on a regional level, we cannot discount the 
idea that two types of rulership could have existed in the Puuc region. To know with any 
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certainty would take further site-level analysis, and ideally the discovery of additional 
hieroglyphic texts would help reconstruct a governmental hierarchy, for example 
knowing more about the distribution of k’uhul ajaw’ob, divine kings, and sajal’ob, 
secondary lords. At this point, it appears that many of the largest sites were under the 
control of powerful, local leaders during the Terminal Classic period. But, smaller sites 
were probably under the influence of those bigger cities, a model we see elsewhere in 
ancient Mesoamerica. For the Classic Maya, epigraphic data have been used to outline 
the involved relationships between various polities (see Munson and Macri 2009; Ebert et 
al. 2014), but there is less information available for the Puuc. Grube (2003) does attempt 
this level of analysis, but the limited data make it difficult to draw any conclusions.  
Defining the nature of the intricate socio-political relationships shared among all 
Puuc sites is too large for this dissertation. I will not be able to offer a list of the specific 
relationships between Puuc sites, as the data required are simply not available yet. 
However, in the following chapter I will suggest that the architectural sculpture that binds 
the region can add a valuable data set to assist in this process.  
THE PUUC IN OTHER TERMS 
As made apparent through the previous discussions on ceramic chronology and 
rulership, much of the interpretive framework in the Puuc region has its roots in research 
conducted in other areas of Mesoamerica, in particular the Lowlands to the south and 
Chichén Itzá to the northeast. One of the greatest challenges as we move forward is not to 
use outside data to define the interrelationship within the Puuc region proper. I am not 
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suggesting that our research should be isolated from this larger body of evidence and the 
culture history with which it is associated; on the contrary, I think it is imperative to 
ground the Puuc region in the greater political, economic, and religious sphere in which it 
was engaged. By looking for internal structures, the scholarship can equally participate in 
the dialogue. While the Terminal Classic period in the northern Yucatán peninsula has 
historically been viewed in light of the southern Lowland Maya and greater 
Mesoamerica, recent edited volumes are beginning to recognize it has a history of its own 
(Braswell 2002; Demarest et al. 2004; Prem 1992, 2003). 
The impact of the outdated, yet surprisingly resilient, ideas about the arrival of the 
Toltecs in Yucatán on recent archaeological and art historical research is summarized and 
reevaluated in a major contribution by Jeff Kowalski and Cynthia Kristan-Graham 
(2007). Trying to determine regional religious belief systems and ethnic identity, for 
example, is further complicated through Toltec contact theories. As Gillespie (2007) has 
pointed out, the large body of literature from the 1950s to the 1970s turned the myth of 
Quetzalcoatl’s arrival to Yucatán into history by validating it using archaeological 
evidence. She notes that the combination of ethnographic data gathered post-contact 
combined with archaeological “evidence”—particularly the architectural similarities 
between Tula and Chichén Itzá—became a research model that was standardized by the 
mid-20th century (Gillespie 2007:86). Gillespie stresses the inherently circular nature of 
this type of argument. In her essay, she outlines how scholars traditionally treat the 
ethnohistoric and archaeological data as dependent, rather than independent, sources 
(2007: 86).  
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 Another example of this type of research is that which was carried out connecting 
Uxmal with Chichén Itzá and Uxmal with Central Mexico. Kowalski (1987) discounts 
any evidence that the Putun theory holds, but the similarity in architectural style on the 
Puuc region with the so-called Maya-Toltec period in Chichén Itzá further complicated 
matters. This relationship also brings attention to the fact that theories on the relationship 
between Central Mexico and the Yucatán peninsula often hinge on the associated images. 
Ringle et al. (1998) proposed that the northern peninsula shared a common ideological 
footing with central Mexico and the Gulf Coast, a cult of the feathered serpent, 
Quetzalcoatl. However, this reliance on image, and in some cases style, is misleading. 
Kowalski and Kristan-Graham’s (2007) edited volume successfully highlights that 
images have malleable meaning, and are sometimes co-opted to make ties, or to influence 
through their messages.  
To reiterate the main point made above, I stress that the problem is not that the 
Puuc architecture, art, and material culture, as well as inferred political organization, is 
being compared to other areas of ancient Mesoamerica.  It is that over-dependence on 
external models, whether from greater Mesoamerica or the southern Classic Maya region, 
has sometimes overshadowed the local and distinctive character of the Puuc cultural 
tradition.  
SUMMARY 
In this chapter I identified the main debates, problems, and unanswered questions 
that inform current Puuc scholarship. In particular, I focused on geography and 
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environment, population studies, regional chronology, Terminal Classic political 
organization, and the dependence on external methods and data for Puuc analysis. By 
drawing together this diverse body of literature I was not only able to emphasize the 
considerable overlap between these areas of study but also point out that the greatest 
strides are made when such data are combined.  
The close study of Puuc architectural sculpture offered in the following pages 
provides another valuable data set that further builds on our understanding of the 
Terminal Classic period. As noted in Chapter 1, art is not merely reactive, but affects 
social process (Guernsey 2012; also see Gell 2005, Latour 2005). Therefore, at the 
regional and local level architecture can be viewed as a primary tool that facilitated the 
region’s development, an idea explored throughout this dissertation. The data presented 
in the following pages can both address some of the major themes of Puuc scholarship 




Chapter 3: Architectural Sculpture in the Puuc Region 
INTRODUCTION 
The Puuc region is known for the intricately carved stone facades of its Terminal 
Classic buildings. As discussed in the previous chapter, research carried out by H.E.D. 
Pollock, George Andrews, and Paul Gendrop provided the foundation for classifying the 
regional architectural style, largely defined by its architectural sculpture. In Puuc 
architecture, typically the upper wall zones are carved while the lower wall zones are left 
plain, although these too are occasionally adorned with sculptural compositions. Incised 
and carved motifs can appear on any exterior surface, from the building platform to the 
roof comb, and frequently on the interior in locations such as the lintels, doorjambs, 
steps, and cord holders. As detailed in the previous chapter, toward the end of the 
Terminal Classic period the designs become increasingly more technologically advanced 
and localized. In part, this profusion of architectural sculpture adds visual intrigue 
through its patterning. However, the arrangement of iconographic motifs was not only a 
practice in varying design. Rather, I will argue it was an effort to maintain individuality 
through experimentation. In this chapter, I suggest that the shared iconographic program 
linked the Puuc region through a greater ideology, one that includes recognition of the 
essence of stone, while the variations on these motifs reveal an effort for sites and rulers 
to retain individuality.  
I explore this dynamic through a regional study of architectural sculpture. I begin 
with a discussion on the semantics used to discuss the material. I then move on to the 
 48 
specific data from the Puuc region, demonstrating that there is indeed a system at work 
here, one that both dictates placement of architectural elements and specific iconographic 
motifs and limits the iconography. I argue that the relationship between the regional style 
and the local modifications suggests that local rulers were using architecture to express 
their power, status, and authority. The remainder of the chapter analyzes the iconography 
of Puuc architectural sculpture. In addition to presenting the range of iconography that 
appears on architectural facades during the Terminal Classic period, I also reevaluate 
previous interpretations of the most prominent motifs.  
STUDYING ARCHITECTURAL “ORNAMENT” 
Before proceeding, I want to broach the topic of terminology used to talk about 
the subject, architectural sculpture, as it has affected the way scholars around the world 
approach this type of study. While Mesoamericanists have long recognized the cultural 
meaning embedded in the area’s rich architectural tradition (see Houston 1998; Kowalski 
1999), in the much deeper history of Western architectural theory some of the most 
influential voices decried the use of any architectural ornament and thus diminished its 
value and stunted its research. For example, in the 19th century British critic John Ruskin 
stated that ornamentation was only good if it imitated something in the real world, and 
that pure abstraction was culturally meaningless. Eugene Viollet-le-Duc, a French critic 
from the same era, found ornament necessary to architecture, but stressed that its use was 
only warranted if it was integral to the structure. By the time Modernism emerged in the 
20th century, architects and theorists alike claimed that there was no place for ornament 
 49 
on architecture.33 While drawing parallels between the study of Mesoamerican 
architecture and Western art theory might seem farfetched, as the two have never run 
parallel, it reveals a tension between theoretical approaches to so-called ornament in 
Mesoamerican studies and those of the Western world.  
 In a general discussion on architecture the terms sculpted, ornamented, adorned, 
embellished, or decorated are often used indiscriminately. But in a theoretical discussion 
on architecture, these labels are couched with intent. Words like embellished and 
decorated frequently carry negative connotations, implying architectural sculpture is 
something separate from the structure itself, and in some cases added merely to increase 
its aesthetic appeal. Contemporary architectural scholarship is sensitive to these subtle 
differences. As James Trilling (2003: xiii) stresses, “ornament is not adornment, a far 
broader term for everything that beautifies, from hairstyles to trees in a park” (italics in 
the original). Therefore, when using the term adorned to describe Puuc architecture, I risk 
overshadowing the cultural meaning of the structures. While scholars of architectural 
“ornament” now are adamant that very rarely is a so-called decoration without greater 
communicative purpose (see Gell 1998 for a theoretical discussion on this topic), I 
continue to use the terms ornamentation and adornment with hesitation. As architectural 
descriptors, they are often interpreted as something without meaning, suggesting a purely 
decorative or aesthetic purpose in modern use. While the motifs on Puuc architecture 
have an aesthetic effect, I have already argued that the designs serve a larger social 
                                                
33 Hearn (2003) provides a concise summary of changing attitudes toward and interpretations of the 
importance and significance of the term ornament has carried in the 19th and 20th centuries. 
 50 
purpose. In the following pages when I use the terms listed above it is with a sensitivity 
to the history of associations they often carry in Western architectural scholarship.  
A SYSTEM OF ARCHITECTURAL SCULPTURE IN THE PUUC REGION  
Architecture in the Puuc region is visually united by similarities in massing, 
articulation, construction techniques, and architectural sculpture treatments. However, on 
closer inspection, there are local modifications at each site. The differences in the 
iconography selected and its placement is most obvious in the monumental architecture 
located in the core of the largest Puuc sites where there are infinite arrangements within 
the prescribed parameters. The majority of Terminal Classic Puuc facades are 
ornamented in some way. As noted earlier, the upper wall zones display arrangements of 
carved stone elements of various sorts while the lower wall zones are left plain. However, 
carved and incised motifs can appear on any exterior surface, from the building platform 
to the roof comb, and frequently on the interior in several standardized locations. The 
motifs can be design-like elements, such as columns and geometric patterns, as well as 
anthropomorphic and zoomophic forms. While the patterning has an aesthetic effect, I 
will argue this is of secondary concern. Instead, the shared motifs indicate a common 
ideology while the modifications reveal an effort to retain individuality, one I will 
suggest in the following pages is motivated by political strategy.  
The emphasis on the facades stresses the historical need for this architectural 
record to be visible. In addition, the combination of ideological and historical imagery 
underscores its purpose as a striking public display that signals sources of royal or elite 
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power and authority. Yet as I will argue, the images are not merely for visual 
consumption; rather, this regional system of architectural sculpture affects social change. 
Redundancy and Novelty 
The images that ornament Puuc facades are a combination of historical and 
mythological motifs, along with abstracted designs that do not fit easily into either 
category. Much of the iconography that covers architecture is not specific to the Puuc 
region, but is found throughout Maya art, from stelae to ceramics. However, finding 
meaning in the facades is not as simple as applying iconographic analysis from other 
areas to the Puuc architectural sculpture. The way in which it is applied, and the way in 
which parts relate to the whole, require a different, more holistic contextual approach. 
Isolating these images and assigning them a single meaning is counterproductive and 
ignores how they are being used. If one were to listen to fifteen seconds of a sixty-minute 
orchestral performance, it is possible to understand its composition? As semioticians and 
structuralists argue, parts inherently relate to the whole (Culler 1986; Peirce 1955; 
Saussure and Harris 2013). To isolate a passage in music makes it impossible to 
understand the piece. The same reasoning applies to iconographic analysis. 
Few iconographical studies have been undertaken in the Puuc region. As the 
second chapter demonstrated, the building motifs were initially studied in order to 
determine the corpus of iconography and to look for chronological development (Pollock 
1980; Andrews 1995). These approaches explored how the iconography abstractly 
worked on a regional level to determine political interactions. Andrews did some work on 
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the mask motif in his analysis of the geometric mask; but in this investigation he did not 
determine its cultural meaning, just how it was substituted for other elements. Additional 
studies on regional iconography have focused on single buildings. Notable examples are 
the studies on the House of the Governor (1987) and the Nunnery Quadrangle (Kowalski 
n.d., 1994; Kowalski and Dunning 1999; Ringle 2012), both from Uxmal. These 
important studies brought Puuc architecture into a serious discussion on how architecture 
functioned within a broader historical, social, and political context. This work also moves 
beyond identifying designs and analyzing them individually. Frequently context is 
considered together with archaeological data or even sculptural artifacts, including how 
buildings are situated within their environments. I am proposing that the same approach 
be applied universally to the study of architectural sculpture. Expanding our approach to 
iconography of architectural sculpture, factoring in the effect the structure has on 
iconographic meaning, allows us to reevaluate the standard interpretations and potential 
offer new analysis. 
It is possible to identify a set of natural and supernatural elements that repeat in 
Terminal Classic Puuc architecture. Foncerrada (1965), Pollock (1980), Andrews (1995), 
and Kowalski (1987) all offer summaries of the sculpture as part of their studies. The 
primary motifs that appear carved in stone are geometric elements, such as frets (grecas), 
stepped frets (grecas escalonadas), woven mat patterns (often refered to as pop), zig-zag 
lace (celosías simples and celosías complejos), and braids (trenzas or guilloche); columns 
and colonnettes; various flowers, vegetation, and rosettes (rosetónes); animals, in 
particular serpents or other reptilian creatures; human figures; and masks (mascarones), 
 53 
frontal or profile zoomorphic heads with long noses. While there is some stylistic 
regularity, there is variety in both the forms and placement. Precolumbian cultures used 
art very cleverly, so it is no surprise architectural sculpture in the Puuc region is a highly 
constructed visual language. But we have only begun to understand it.  
In the past, scholars have used traditional iconographic analysis, looking for 
diagnostic features in the various elements. For architectural sculpture in the Puuc region, 
though, I think we can broaden our scope to look at it in an even greater context. The 
choice of elements, in addition to their placement and repetition, is significant. The 
original inhabitants would have understood these buildings in a greater ideological 
context and a larger regional context, and we should try to do the same.34 The question is: 
to what extent did the ruler of each site in the Puuc region have control over the 
iconographic program, and what was the purpose in modifying the pieces within the 
system? What I suggest is that by modifying an already present architectural language, 
rulers could project a unique identity while maintaining regional cohesion. Embedded 
within this system are layered messages that spoke about those interactions on a 
sociopolitical level. Based on the types of motifs being used I suggest that ideological ties 
united the region, and variation is the tool powerful rulers utilized to promote their claims 
to authority. 
                                                
34 I must restate what I outlined in Chapter 2, the archaeological record creates a significant challenge to 
this proposal. We are not looking at the buildings as they once were. It is not only that we do not see them 
in use, or observe who is using them. We do not even see the building in its entirety. This is a common 
problem in Mesoamerican architectural studies. In the Puuc region, in particular, we also have to 
acknowledge that sometimes pieces are put back incorrectly. Furthermore, the uneven distribution of 
archaeological excavation across the Puuc region creates an unequal base of knowledge. 
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In Chapter 2, I mentioned that the currently accepted understanding of political 
organization in the Terminal Classic Puuc region is that it was politically decentralized 
for much of its developmental history, with the possible exception of a late, brief 
consolidation of a regional state involving Uxmal, Kabah, and Nohpat. Sylvia Garza and 
Edward Kurjack (1980), George Andrews (n.d), and Nicholas Dunning (1992; Dunning 
and Kowalski 1994) have all ranked Puuc sites based on various factors, such as known 
building types, scale, the size of the settlement, and the presence of sociopolitical 
symbols (e.g., monumental stone sculpture and hieroglyphic texts). While the lower 
ranked sites tend to have fewer and smaller structures with less ornate facades, even they 
have architectural sculpture on some of their buildings.  
Recent analysis of Puuc architectural sculpture continues to focus on Uxmal, with 
some exciting new approaches to searching for meaning in the carved facades. Trevelyan 
and Forbes (2002) and Kowalski and Miller (2006) have proposed that some types of the 
geometric imagery on Puuc facades references textiles (Fig. 12).35 Kowalski and Miller 
(2006) focus both on the simple lattice, which they interpret as based on a woven mat and 
thus a symbol of royal authority (see Robicsek 1975), and on the serrated complex lattice 
patterns, which they liken to the elaborate geometric dentate designs seen on woven 
textiles in southern Maya art.  They move away from traditional readings and argue that 
the incorporation of textiles on large, permanent structures is indicative of the 
significance of women’s textile labor to the economy as a kind of royal and elite prestige 
                                                
35 Similar research has been carried out in other parts of Mesoamerica as well, such as at Mitla in Oaxaca, 
and Houston (2014) also discusses the facades in the Puuc region as skeuomorphism.  
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good. Kowalski and Miller (2006) also propose the extensive use of textiles might 
suggest the importance of a creation mythology, involving two goddesses of weaving, to 
serve as “an ideological support” of the governing Maya elite.  
The discussion on textiles can be productive in another way. Based on what we 
know about the importance of textiles in ancient and modern Mesoamerica and their 
ability to communicate identity based on rather abstract imagery, I want to consider that 
regardless of whether or not the images correspond one-to-one with motifs on 
contemporary Precolumbian textiles, they are functioning in the same way. Textiles in 
ancient Mesoamerica and today are a visual form of communication. In the Highlands of 
Guatemala, for example, there are regional textile designs and local variations that 
indicate exactly who you are and where you live (Fig. 13). I am proposing that a similar 
phenomenon is visible in Puuc architecture. These architectural textiles are embedded 
with information about local politics and relationships (see Trevelyan and Forbes 2002; 
Kowalski and Miller 2006; Orr and Looper 2014). For example, Trevelyan and Forbes 
(2002) consider the presence of such textile designs on the facades as a reference to 
bridewealth and the importance of women proper and elite intermarriage as a way of 
strengthening political ties between different dynasties. They also suggest that textiles, 
and by extension the architectural design, are a source of vocabulary, thus important 
social communicators (Trevelyan and Forbes 2002: 95). 
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ICONOGRAPHY OF PUUC ARCHITECTURAL SCULPTURE 
Studying architectural iconography in a broader cultural context gives us room to 
consider how the images are being assembled and what they are doing when they are 
assembled. As Umberto Eco cautions (1984), we must evaluate aesthetic choices as a 
culture would have, not through foreign lenses. For this reason, I turn back to the 
iconography, as it is through this system of signs that meaning is conveyed in Puuc 
architecture. Although George Andrew’s categorization of architectural styles in the Puuc 
region has limited use when it comes to dating buildings, he successfully assembled the 
major iconographic motifs for the region. His work (Andrews 1995, Vol 1) makes it 
unnecessary for me to define the corpus of architectural sculpture, and I have found no 
reason to modify his categories based on my own fieldwork. In the following section I 
present my analysis of the most common motifs and summarize the most pervasive 
interpretations. 
Masks 
The most discussed element of Puuc architectural sculpture is the so-called mask 
panels (Fig. 14 and Fig. 15). Such architectural masks, which consist of either frontal or 
profile abstracted heads are a widespread and readily distinguishable feature of Puuc 
architecture. The term “mask” in Maya iconography refers to this disembodied head, 
often with supernatural characteristics. In the Puuc region the mask has a set of 
standardized elements. The main components of a mask consist of the eyes with well-
defined upper and lower lids, an excessively long nose or upper lip, an open mouth 
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usually full of teeth, and often ear and/or head ornaments. Within the standard elements, 
one sees great variation in the additional ornaments, as well as in stylistic treatment. The 
mask is one of the most discussed iconographic features of Puuc architecture and often 
the first element of Puuc architectural sculpture to be pointed out—although it is not the 
most common.  
Eduard Seler, the foremost scholar of Mesoamerican art at the turn of the 20th 
century, was the first to study mask iconography in the Puuc region. Seler (1917) 
identified two types of masks at the site of Uxmal: Chahk, the rain god, or a god 
associated with lightning.36  Seler’s early association of the masks with gods was directly 
influenced by Paul Schellhas’ 1897 publication Representation of Deities in Maya 
Manuscripts, the first study to identify individual gods, based on the Maya codices, and 
catalog their various characteristics. Though expanded upon and updated a number of 
times, for over 100 years Schellhas’ work has formed the basis from which other scholars 
begin when trying to identify distinctive supernatural beings in Maya art. Seler’s 
association of the mask with rain still dominates the literature almost a century later. The 
presence of both a proliferation of architectural masks and the lack of natural water 
resources in the Puuc region, outlined in the second chapter, has led to the widespread 
scholarly acceptance of the identification of most such masks as Chahk. 
Also in the 20th century, Herbert Spinden was independently working on this 
architectural motif, the mask panel. Spinden (1975: 118-121) defined the characteristics 
                                                
36 I use Chahk throughout the dissertation, as it is the currently accepted spelling, even if the sources I cite 
have written the name of the rain god as Chac, Chak, or Chaak, depending largely on the accepted 
orthography when they were published. 
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of the frontal view of the conventionalized face, modified to fit a rectangle, by identifying 
repeating characteristics. He noted that each mask contained a tripartite eye, a pupil and 
two lids or brows; a curled nose; a superior nose ornament, sometimes with a nose plug; 
lips defining a mouth, which contained molars and incisors; a square ear plug with a peg 
in the center; an extended ear ornament, typically frets; all topped with a headband, often 
threaded disks or rosettes. Spinden also introduced a variation on this motif that appears 
on architectural facades in the Puuc region, which he referred to as a profile mask.37 
Furthermore, Spinden pointed out that the architectural mask panel took various forms 
and was often simplified, recognizing that within this system there was elaboration and 
elimination, providing an inherent flexibility of the mask motif. Yet in seeming contrast 
to his initial assessment of the motif’s great variability, Spinden offered a singular 
interpretation of the architectural mask as a representation of the feathered serpent. His 
reading of this motif as the feathered serpent is based on the elaboration of some of the 
lids, which he viewed as feathered, and the upturn of the nose, which he viewed as 
serpentine. He interpreted the curled frets of some of the ear ornaments as feathers (Fig. 
16).  
The identification of such architectural masks as a feathered serpent did not take 
root in Maya studies. In the 1960s, art historian Marta Foncerrada de Molina favored 
Seler’s conclusion, interpreting the mask in the Puuc region as the rain god. She further 
identified the mask as the key iconographic design that was used to ornament buildings 
                                                
37 Profile masks are also common in the Chenes and Rio Bec regions to the immediate south (see Andrews 
1994, 1995 Vol. 2 and Vol. 3; Gendrop 1983, 1998; Potter 1977). 
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(Foncerrada 1968: 22-23). Foncerrada (1960) pointed to how the masks completely 
enveloped the Codz Pop at Kabah and created a rhythmic cascade along the Pyramid of 
the Magician at Uxmal. She argued this patterning was Maya architecture’s solution to 
integrating a motif that dates to the Preclassic into architectural sculpture.  
Jeff Kowalski, who began working at Uxmal in the 1970s, was also faced with the 
same questions: what do the masks represent? Like Seler, Kowalski (1987) proposed that 
many of the masks probably represent versions of the Yucatec rain god Chahk, while also 
suggesting that some of the masks, especially ones with upturned or more proliferous 
snouts, could be K'awiil, or the so-called kawak monster, now also referred to as a witz, 
or a personified, animate mountain. Because of the variety of possible interpretations, 
Kowalski adopted the more neutral term of long-nosed masks. 
In the 1990s, Linda Schele (1998), like Kowalski, noted that Puuc masks display 
characteristics of witzo’ob, or personified mountains. An important factor in her analysis 
is that she points to the dots around the nose and eye, also seen in the witz hieroglyph. 
But ultimately Schele (1998) suggested the mask represented Itzam Yeh, the Cosmic 
bird, an alter-ego of the creator deity Itzam Nah (Schele 1998). Ramón Carrasco (1994), 
an archaeologist working at Kabah, proposed that the western masks on the Codz Pop 
represent another aspect of Itzam Nah, called Itzam Cab, two aspects of the same deity 
(Carrasco 1994). Felipe Cerón Cetina’s (2010) most recent analysis of the mask motif in 
the Puuc region expands the mask interpretation to argue it could reference any of several 
gods depending on its distinguishing characteristics.  
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Other scholars have returned to the interpretation that the majority of the long-
snouted heads are variants of witzo’ob (Taube, 2004; Boot, 2006), in some cases 
referencing specific locations, such as Flower Mountain (Taube, 2004). Stuart (2010: 
289) in his study of animate stone discusses the strong similarities between the animate 
tuun and Chahk, the rain god. As I will argue, these same reptilian features are present on 
the animate witz as well. 
I want to return to the description of the masks, as its defining characteristic is 
often the long nose. In this case, terminology is enormously relevant. The projection from 
the front of the face is usually referred to as a long “nose.” It is not only noted using this 
term, but also argued to be the defining characteristic of the motif. This feature is 
mentioned above others because in the Postclassic codices the deity Chahk is identified 
by his long nose (Schellhas 1904) (Fig. 17). However, a much larger corpus of Maya art 
is now known, and many anthropomorphic supernatural beings in the Classic period 
share the long nose (Taube 1992) (Fig. 18).  
The long nose appears to be based on a reptilian creature and could as easily be 
referred to as a long-lip as a long-nose. Retuning to Spinden (1975: 32-48), his 
identification of the mask panels as feathered serpents was influenced by his extensive 
work on identifying serpentine features in Maya iconography. Spinden’s illustration of 
the elements that make up the serpent motif are, with the exception of the serpent body, 
the same elements visible in the frontal architectural masks. The presence of the actual 
nostrils of the creature, which appear along the top of the elongated snout, relate the Puuc 
masks to the other versions of serpentine or reptilian creatures in Maya art, as well as in 
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Late Preclassic "Izapan" and Southern Maya iconography (see Guernsey 2006; Quirarte 
1973). As I will expand upon in Chapter 4, the Manos Rojas at Kabah combines a corner 
architectural mask with the serpent body that makes the connection clear (see Fig. 71 and 
Fig. 82). 
The multiplicity of readings leaves us with some doubt as to how to assign 
meaning to this motif. Despite the complexity inherent in mask images, scholars are 
tempted to assign a singular interpretation, most often a particular deity. One exception is 
Felipe Cerón Cetina’s thesis in which he concluded that the mask panels represented the 
primordial base for the diverse manifestations of the sacred gods (2010: 370). By 
identifying their distinct morphological characteristics, such as the position of the nose, 
form of the teeth, and designs of the earspools, he suggests these iconographic 
characteristics could indicate the identity of specific deities (Cerón 2010: 369).  
Cerón’s interpretation (2000) suggests the mask panel had the potential to 
embody nearly every aspect of religious ideology. While I agree that assigning a single 
interpretation to the mask iconography is limiting and improbable, to assume the mask 
can be used to present any facet of Maya belief is also a stretch. However, it does make 
the point that iconography, and in fact ancient Maya religion itself, sticks to few 
boundaries. Today the most common interpretation of the mask motif is the rain god 
Chahk. Conceptually it makes sense given the Puuc region’s lack of easily accessible 
water sources and relatively scant rainfall. However, a distinguishing characteristic of 
Classic Chahk is the shell diadem (García 2008, 2009), an attribute that is missing on the 
architectural masks in the Puuc region. While that alone does not discount the 
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interpretation, one must consider that many deities are realized using a combination of 
overlapping features and the insertion of such diagnostic features allows us to identify 
them in their various forms (Taube 1992). Its absence is noteworthy. 
I propose that mask panels are multivocalic, hinting at their importance as a 
symbol of a larger complex associated with broader domains of natural forces that make 
up the environment and tying them closely to religious and political ideology—not only 
in the Puuc region but within Mesoamerican history. Taking into consideration the 
description and analysis listed above, I argue that the basis for the mask design is 
reptilian, a set of morphological characteristics that also reference other cultural meaning. 
The work of semioticians such as Saussure (2013) and Peirce (1931) encourages 
us to look at how various signs relate to each other. This comparative and relational 
arrangement suggests that information is organized within a larger framework, and it is 
through this arrangement that meaning is created. The placement of the masks above 
doorways and on upper friezes (Fig. 19) and frequently stacked on building corners (Fig. 
20) draws attention to the relationship between the physical location, repetition, and 
meaning. Without any knowledge of what the mask panels mean, we can objectively see 
what they do structurally. The masks, whose forms are dynamic textured patterns, extend 
into “our” physical space, while their zoomorphic facial features animate the buildings. 
Originally, a thin layer of stucco would have sealed the joints between individual pieces, 
creating a more visually unified and organic image.  
It is with this observation that I suggest that the fundamental meaning behind the 
motif is to introduce life into these structures in order to animate them according to the 
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concept of the k’uh, a vital substance of life, among the Classic Maya (Houston and 
Stuart 1998). By animating the building, the monument and its occupants could be 
associated with the multiple forces and powers of their environment—a concept 
expanded upon in Chapter 6. If we look at the way the masks animate buildings in the 
Puuc region, it is a strong possibility that their use does not reference a specific god or a 
specific place. Rather, their primary function is to show that the structure, and/or the 
stone, is sacred or alive (Houston 2014; Just 2005; Stuart 1996, 2006, 2010). Looking 
outside the Puuc region, the architectural masks from Copan, Honduras, might provide 
useful comparative clues (Fig. 21). Located in vertical stacks on Structure 22, these 
masks, which date to the late 7th or early 8th century, have been identified as witz, the 
animate mountain, or tuun, the animate stone (Stuart, 1997) an interpretation also offered 
by Kowalski at Uxmal (1987: 189).  
In Maya iconography, it is common for non-human objects to be animated by the 
k’uh, the supernatural force that permeated their environment. Houston (2014) explores 
the concept of animating inanimate objects among the Maya. The purpose of the images 
then is to enliven the structure, both bringing to life an inanimate object and by allowing 
the ruler(s) to enter into this sacred realm by dancing, perhaps literally, between the 
natural and supernatural worlds. Returning to architecture, we can observe how the 
addition of a face to the facade adds an element of animation to the structure—whether it 
is a mountain or a “stony” building. They may reference different supernatural aspects. I 
will return to the mask motif repeatedly, but want to take a moment to jump ahead to the 
Codz Pop, which provides a clue that leads me to the interpretation that the masks 
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foremost animate the stone that covers the facade, and thus by extension animate the 
building. Their secondary meaning is likely a reference to more specific supernatural 
concepts. 
The Codz Pop at Kabah, with its mask panels stacked vertically, has more 
architectural masks than any other structure in the Maya region. Numerous scholars have 
written about its extraordinarily prodigious or “baroque” use of a single image. In 
reference to the mask-covered western facade (Fig. 22) Andrews remarks, "The repetition 
of the same decorative element over four-hundred times completely destroys the value of 
the individual masks as a meaningful visual form. It reduces the design concept to the 
level of creating a wallpaper pattern!" (1995: 71).38 Years earlier, Proskouriakoff 
responded to the building similarly, writing “In view of the tremendous amount of skilled 
labor involved in carving so many pieces of stone, the artistic effect achieved is 
disappointing, and one regrets that the originality of the designer was not equal in 
craftsmanship of the artisan” (1976: 67).39  By suggesting the concept behind this design 
was merely a desire to avoid blank space, Andrews, Proskouriakoff, and others have 
overlooked the importance of the repetition. The repetition of this motif—of which they 
are so dismissive—provides a clue to the meaning of these masks. The intentional 
                                                
38 We now know the western facade of the Codz Pop was not entirely covered with masks, and Andrews’ 
estimate of four-hundred is excessive, probably nearly double the original amount. But illustrations by 
Tatiana Proskouriakoff and Andrews himself, reconstruct it as such, and thus it is this reconstructed image 
of the Codz Pop most circulated. 
39 Proskouriakoff (1976:68) goes on to suggest that the builders were discouraged by the results of the 
efforts and therefore abandoned a previously planned second story. As discussed in Chapter 5, the building 
was modified after the mask facade was constricted and likely a second story was never planned. However, 
her statement demonstrates common responses to the design Proskouriakoff herself described as “baroque 
ostentation” (1976: 67).  
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redundancy demonstrates that the value of the form is not destroyed by repetition, but 
instead was enhanced by it, hinting at the nature of the concept behind the mask. As I 
elaborate on in Chapter 6, stacks of masks appear in other forms of art as well, including 
a sculpted bench (see Fig. 178) and polychrome ceramics (see Fig. 179). The appearance 
of the multiplied animate head in places other than architectural facades provides yet 
another clue to its significance. 
Alone or in groups, the zoomorphic, bodiless head is one of the most common 
images in Maya iconography. Kubler (1969: 29) notes its presence in head variants for 
hieroglyphs, back racks, and headdresses, among other examples. In architecture, where 
repetition, order, and symmetry is often chosen over novelty, I suggest that the excessive 
repetition of this motif in the Codz Pop shows innovation in the use of this image and 
itself becomes novelty. Although I faulted Andrews for overlooking the intentionality 
behind the placement of the masks, another aspect of his research that provides evidence 
that might assist in interpreting the meaning of the mask panel motif. In a paper first 
presented in 1987, Andrews drew connections between the long-nosed, or long-lipped, 
masks and what he calls the geometric mask, which he noted could be “substituted” for 
each other in the medial moldings of Puuc buildings (1995: 169-197) (Fig. 23). He 
proposed that the geometric masks, a combination of abstract or geometric elements that 
include mirrored stepped-frets, are greatly simplified versions of the long-nosed masks 
described above (1995: 169). Andrews’ “typical” geometric masks are a pair of mirror 
image stepped frets separated by a series of squares arranged in two 45-degree diagonal 
lines (1995: 171). 
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These so-called geometric masks are located in the standard places other masks 
are found: above doorways and along the upper friezes of several buildings, 19 examples 
of which Andrews has identified at 15 discrete sites.40 Whether or not the geometric 
masks are indeed simplifications of the mask panel, I see value in their placement and 
their animate quality. The simplified forms extract the most compelling and symbolically 
significant elements from the original. In this case, the idea of animation and movement 
are essential. The vertical rhythm clashes against the rotating frets.  
Interpreting the mask motif also offers the opportunity to revisit and emphasize 
the central importance of animation in Maya art. Animation has not been adequately 
discussed with regard to Mesoamerican architecture.41 In addition, I believe that the mask 
and its ability to animate stone and place becomes an essential foundation around which 
other iconographic motifs interact, an idea expanded upon in Chapter 6. 
The masks have been identified as various gods, including Chahk (the most 
common on modern signage at the archaeological sites), Itzam Ye, or Itzam Nah, or 
something more animate such as a witz, or animate mountain. More recently, Bill Ringle 
(2012) has moved their interpretation into the historical realm by proposing that 
headdress variations seen on masks from the Nunnery Quadrangle at Uxmal represent 
different political statuses. The multiplicity of readings demonstrates that imagery of 
architectural masks was as modifiable as other types of architectural sculpture. When 
                                                
40 With fewer than 20 examples, this number might not sound very impressive. However, as Andrews’ 
notes (1995: 196), the collection of Mosaic Puuc style architecture, from which he was drawing, numbered 
70 buildings at 45 sites. This statistic means that the 18 buildings included in his survey of geometric masks 
is 25% of the sample.  
41 A notable exception is Temple 22 at Copan (see Ahlfeldt 2004; Stuart 1997; von Schwerin 2011). 
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Linda Schele (1998) tried to locate all examples of Classic period masks, she struggled to 
assign to them one meaning. Though unintentional, her study pointed out that there are 
different types of masks—even if variations are subtle.  
  I have already suggested that the masks on the Codz Pop have overwhelming 
serpentine characteristics. First noted by Spinden, the curved teeth and the presence of 
nostrils on the top of the long nose or snout have been noted by other scholars as well. 
One way these elements become more pronounced is by comparing the profile masks 
with the frontal masks (Fig. 24). The so-called profile masks are recognizable by their 
elongated noses with small nostrils on top. The pointed and hooked teeth run all the way 
to the tip and a tongue hangs out to the side. Above the eye is a sometimes heavy 
feathered brow. In isolation, this image is often identified as a serpent. But, it is more 
closely related to the frontal masks than previously thought. In Chapter 5, I revisit the 
relationship between the frontal and profile masks. On the Codz Pop, three-dimensional 
serpent heads appear alongside frontal masks and profile masks, and therefore would 
have been viewed simultaneously, making the similarities in form recognizable to the 
audience (Fig. 25). 
Serpents 
Although I argue that the basis for the design of the architectural mask is 
serpentine, serpents are divine symbols and powerful in their own right. The serpent is 
among the most frequently depicted and potent symbols in Mesoamerican iconography. It 
is associated with rulers and gods, suggesting both its central place in legitimizing 
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rulership and confirming its importance in the supernatural world. Serpents appear in one 
form or another on many royal headdresses, which are often topped with creatures who 
have long noses and sharp teeth. In 1913, Spinden discussed the serpent as an attribute of 
divinity (1975: 33).  
In the Puuc region, the serpent not only forms the principal zoomorphic basis for 
the mask, but also appears in naturalistic forms. The serpent head is more common than a 
serpent with its body and tail; however geometric zig-zag bands appear to substitute for 
the body in more than one case (Fig. 26). Serpent heads frequently project off the corners 
of buildings, similar to the architectural masks. An example from Labna (Fig. 27) also 
shows a figure projecting from the open mouth, perhaps paralleling another widespread 
Mesoamerican motif that show figures emerging form the open maw of the earth. In 
examples like Lintel 15 from Structure 21 and Lintel 25 from Structure 23 at Yaxchilan, 
serpents are the conduit for ancestors, who emerge from their open jaws during rituals, 
the serpent acting as the channel between the natural and supernatural world (Mathews 
1997; Tate 1992)  
Maya polychrome ceramics feature numerous examples of bodies emerging from 
or being swallowed by snakes as they make the transition between worlds (Fig. 28). The 
snake is not only a metaphorical link, but also the physical surface of the earth, as 
depicted in the early murals from San Bartolo (Fig. 29). If we return to the location of the 
serpent images in Puuc architecture, they appear almost exclusively in relation to the 
medial moldings, frequently appearing as part of the molding itself (Fig. 30) or projecting 
from the corners of the cornice or upper moldings (see Fig. 27). The position of this 
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motif, typically along a horizontal band, might suggest buildings in the Puuc region are 
thought of in two registers: the upper register the human realm and the lower register a 
supernatural realm. The serpent on the molding in the Puuc region could be a visual 
reference to the surface of the earth as the literal transition point between the natural and 
supernatural worlds—the two worlds that the rulers are charged with keeping in balance. 
In Chapter 6, I further discuss the relationship between the architectural mask and 
the serpent in Puuc architecture using the Codz Pop as the example. I test the notion that 
the combination of the mask imagery and the serpent, which I have shown are inherently 
related, transform a building into a liminal zone between the natural and supernatural 
world creating a space in which a ruler can perform the rites of office. Furthermore, it 
develops the idea that the animation is key to Puuc architecture and fundamental to the 
design of these structures. 
Geometric and “Decorative” Elements 
Although the masks and serpents are the most iconic visual element in Puuc 
architectural sculpture, as geometric elements they are the most common motifs utilized 
in Puuc building ornamentation. These elements are frequently applied to large areas of 
the facade, roof combs, and borders. As ubiquitous as they are, these elements are often 
considered decorative, as they do not appear to serve a function, such as a mask doubling 
as a step, nor are they easily assigned an ideological or political meaning, as with the 
mask or serpent imagery. However, as I summarized earlier in the chapter, new research 
expands how we think about this material by suggesting that these images are 
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conceptually related to textiles (Kowalski and Miller 2006; Trevelyan and Forbes 2002). 
Using a structural framework provided by Saussure (Culler 1986) and Gell (1998), I 
propose that, as a system of communication, the abstract designs communicate meaning. 
Andrews’s (1995: 169-197) discussion on the geometric mask suggests that these 
parallels between abstract form and meaning are present in the architecture.  
Some of the most common motifs used in borders or as edging, such as on 
moldings and cornices, are the T-shaped stones—also referred to as Tau, or ik-shaped 
(Fig. 31), several variations of trenza, or braided or twisted cord (Fig. 32), and celosía, a 
saw tooth zig-zag patterns that can be simple or complex (Fig. 33). These same designs 
are also used to decorate textiles, the decorative T-shaped edging among the most 
common. Sharp (1981: 5) ties the T-shaped stones into the Zapotec rain god, Cocijo. The 
T-shape or ik, a symbol for wind or breath, has also been analyzed as a freestanding 
symbol by Taube (2005). In addition, other designs such as the fret and stepped-fret (Fig. 
34), and the repeating X-shapes (Xs), often as rows or repeated to create a mat design 
(Fig. 35). However, none of the aforementioned forms is exclusive to architecture, but 
appear on murals, jewelry, textiles, and pottery as well. 
The most studied of the geometric motifs is the so-called mat motif, the repeating 
Xs that are often used to cover large areas of Puuc facades. The mat motif is the one 
exception that falls within the category of geometric design, but is readily assigned a 
meaning. One of the most prominent geometric designs in Puuc architecture, it is also a 
design frequently found outside the Puuc region—and not only on monumental buildings, 
but also ceramics, sculptures, and paintings. For example, a Yucatecan slate-ware bowl 
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decorated with geometric motifs strongly resembles those applied in Puuc architecture 
(Robicseck 1975: 257, Figure 260). Similar ceramic vessels have been uncovered by the 
project at Kiuic (Kohut et al. 2012). 
The mat in Maya art, known as pop, is a motif traditionally viewed as a symbol of 
office, both resembling and evoking the political significance of the mat as the floor 
covering on which nobles would sit when attending council meeting, facing the ruler. The 
ruler’s prominent position as the principal speaker identified him as the "head of the 
mat," or "mat lord" (Robicseck 1975). The associated mat patterns range from simple to 
complex. Robicseck’s (1975) book dedicated to the so-called mat symbol presents a 
number of examples that incorporate nearly every type of crossed or twisted line. In it, he 
relates the crossed bands in the iconography to the woven mat, a symbol he equates more 
generally with authority, overlordship, and power (1975: 184). Robicseck assigns a 
secondary function as a design element. While some of the specific interpretations are 
dated, his ability to amass such an amount of data stresses the ubiquity of this motif and 
clearly demonstrates that it was not purely decorative, but carried a potent cultural 
message.  
The presence of the mat motif on monumental architecture in the Puuc region has 
been used to reinforce the political importance of these structures (Kowalski 1987; 
Dunning and Kowalski 1994; Sharp 1981). Kowalski and Miller’s interpretation of the 
forms based on and referring to textiles is an idea that has been explored in other parts of 
Mesoamerica. Another example is Rosemary Sharp’s (1981) research that drew 
connections between architectural decoration in Yucatán and the local ideological and 
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political systems. While her work primarily focused on the masks, she also considered 
the geometric decorations in her analysis.  
Often the linear motifs like the individual X-shaped stones that collectively form 
the woven mat are repeated, giving the impression that the buildings are wrapped in 
textiles, an idea previously introduced. Indeed, extant sculptures and bas-relief carvings 
show parallels between geometric designs on buildings and in the dress of important 
royal or elite personages. Several researchers have speculated why textile designs might 
appear on Precolumbian buildings (Pohl 1994; Trevelyan and Forbes 2002; Kowalski and 
Miller 2006). Most recently, Kowalski and Miller (2006) proposed that the reference to 
textiles in the Puuc region might hold economic importance, and they, along with 
Trevelyan and Forbes (2002) question the design’s relationship to gender roles. Similar 
patterns on architecture can be observed outside the Puuc region as well, in places such as 
at Mitla in Oaxaca, or Tajín in Veracruz. The external loop features that are found on the 
Twin Buildings at Ek Balam suggest that unadorned buildings might have been 
physically wrapped with fabric, and idea explored by Reents-Budet (2001) in her 
discussion of architectural features represented on polychrome ceramics. 
The framework presented by Kowalski and Miller (2006) and Trevelyan and 
Forbes (2002) allows us to consider more broadly the function of these geometric or 
decorative elements. The use of geometric framing bands is an ancient Mesoamerican 
motif that appears already in the sculpture of the Preclassic Piedmont and Pacific Coast. 
Earley and Guernsey (2014) interpret this imagery as a marker of liminal space. Perhaps 
more importantly, the presence of geometric designs highlights the significance of the 
 73 
geometric border, and by extension, the design. Imagery such as the masks and the 
serpents receive the most scholarly attention; yet the profusion of geometric elements, 
and their juxtaposition with meaningful images suggests that they too are part of this 
system of visual communication and not merely decorative. Gell (199: 72) reminds us 
that “decoration is intrinsically functional, or else its presence would be inexplicable.” In 
other words, seemingly abstract designs are not arbitrary but rather serve some sort of 
purpose. And it should be noted their function does not have to be purely utilitarian or 
practical; an image may have a cultural or emotional significance as well.42  
Another way to approach the “problem” of non-representational imagery is to 
consider where else this abstracted imagery appears. Robicsek’s (1975) study of the mat 
motif, for example, demonstrates that it is not confined to any one medium. Mat imagery 
appears on domestic goods and monumental architecture. Other designs probably were 
also integrated into objects of private life. This fluidity of form suggests that these so-
called “decorative” elements might have been key links between different cross-sections 
of society. As these geometric elements appear in a variety of media and on objects from 
small to large, the repetition of these abstract motifs might have made conceptual 
connections between private and public spaces. It is not such an unusual idea that rulers 
selected familiar forms, such as a woven mat that might be used at home as well as by the 
ruler, in order to bridge the gap between diverse populations (Plunket 2002).  
                                                
42 While Gell (1998: 74-75) implies that function is not merely utilitarian, the idea that images can function 
is more conceptual ways is more explicitly laid out by Binford (1962) who argues for three major classes of 
artifacts: technomic, socio-technic, and ideo-technic. Socio-technic objects function primarily within the 
social system and ideo-technic objects within an an ideological sub-section of the social system. 
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Human and Supernatural figures 
The majority of figures carved in stone on the interior and exterior of Maya 
buildings are not supernatural, but rather human figures: rulers, warriors, and captives. In 
addition to the stone figures, stucco figures were also an integral part of facade 
decoration, as evident in the abundance of stone projections and niches, some with stucco 
remains (Fig. 36). The appearance of historic figures on architecture draws attention to 
the function of buildings, which supported images of the individual, or individuals, 
alongside the supernatural imagery discussed above. Sites in the Puuc region with 
examples of carved stone figures on the upper wall zone include: Banquetatunich, 
Chunhuhub, Kabah, San Simon, Uxmal, and Xculoc.43 But, in general, three-dimensional 
stone figurative sculpture is uncommon on Puuc buildings. That is not to suggest that the 
human figure does not appear elsewhere on architecture. On the contrary, in addition to 
the largely lost stucco records, historic images are carved into lintels, doorjambs, and 
columns. At Labna, small heads replace truncated columns on the basal molding (Fig. 
37). The integration of historical figures into the larger design is one of the simplest ways 
to individualize architecture. 
Moreover, there are instances where ancestral or supernatural figures are 
associated with Puuc buildings. Among many examples are the figures with their heads 
pointing down and feet in the air, similar to the so-called diving gods at Tulum, used in 
the facade at Sayil (Fig. 30). At sites such as Labna and Uxmal, figures projecting from 
the open serpent mouths are probably also meant to represent ancestors or other 
                                                
43 Banquetatunich is also referred to as Xbanquetatunich. 
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supernatural figures (see 3.16 and 4.47d.; Yaxchilan Lintel 25 from Structure 23 [Tate 
1992: 206, fig. 98]). 
Miscellaneous Architectural Sculpture 
In addition to the aforementioned motifs common to Puuc Mosaic sculpture, there 
is a large category of miscellaneous elements, including unique examples, such as the 
round-bodied owls at Uxmal on the Nunnery Quadrangle, and abstracted natural 
elements, such as flowers and birds (Fig. 38). In addition, columns and colonnettes are 
widely spread and integrated into designs that are not part of the Puuc Colonnette phase. 
With the exception of the larger, more massive stone columns that were sometimes used 
to support the lintels of doorways in Puuc structures, the "engaged" columns applied to 
the facades of structures were not actual architectural supports, since they form part of 
the stone veneer facing the load-bearing concrete core of such buildings. While there are 
buildings in the Puuc region that use the columns as part of a post-and-lintel system, it is 
quite common to see them as sculptural elements, which then frees up the designer to 
play with the size and shape, adjusting for visual effect.  
In Western architecture, the engaged column is a visual element that mimics the 
column itself. One only has to look to ancient Egyptian or Greek architecture to see the 
antiquity of this architectural adaptation. An explanation for this transition from 
functional to decorative is that these forms are integral to the design. The columns and 
colonnetttes in Puuc architecture are perhaps the one element on the architectural facade 
that are truly design elements, delineating space on the facades (see Fig. 109). In the Puuc 
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region, the columnar form adds rhythm and balance that gives this architecture a 
widespread appeal. It might also draw connections between commoner and elite 
structures in a similar way I suggested the mat motif functioned. 
While columns do not fit easily into a discussion on iconography, they are an 
integral part of the architectural sculpture programs in the Puuc region. Furthermore, the 
column and its variations are another type of decoration that stems from a deeper history 
in the Puuc region, thus showing continuity in the architectural style. Not only do they 
endure from the earlier examples in the Puuc region, they also appear on examples from 
the simplest stone vaulted architecture to the most complex. 
SUMMARY 
The data presented in this chapter demonstrate that the various motifs used in 
Puuc architectural sculpture not only created extraordinary patterns and textures but also 
were powerful social and political symbols. My analysis emphasized the ideological 
significance of the most prominent motifs, which allowed buildings to extend the rhetoric 
of rulership onto the landscape. As each site controlled the selection and application of 
these images, rulers were able to use architecture to assert their power, status, and 
authority. 
My reanalysis of the most common iconographic motifs, among them the mask 
panel and serpent imagery, emphasized the importance of a shared regional ideology—
one that supported the belief in the essence of stone, the sacredness of the landscape, and 
the connection between the serpent and the earth as well as the serpent and the gods. I 
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was able to open up the analysis of this imagery in the Puuc region through a holistic, 
contextual approach.  
By looking for points of variation, identifying what types of imagery are shared 
among sites and what imagery is unique, it is possible to see how a politically 
decentralized, but culturally interconnected region, may have operated. The integration of 
historical information into the facades further stresses the interest in localizing the 
building iconography. In the following chapter, I begin to test the theory that the rulers, 
or a governing body, had control over the placement of the building iconography, using 
Kabah as a basis to explore the regional architectural tradition.  
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Chapter 4: Art and Architecture at Kabah 
INTRODUCTION 
The emphasis on imagery associated with architecture and freestanding sculpture 
allows me to address the principal objective of this dissertation, which is to explore the 
relationship between art and politics in the Puuc region during the Terminal Classic 
period. Iconographic meaning must be interpreted within its greater context, and I have 
argued that for the Puuc region, that means considering it on a regional level, a site level, 
and on an individual building level. In the previous chapter, I began by discussing 
iconography on a regional level, an exercise that both placed it within the greater 
Mesoamerican sphere and separated it as a regional group. In this chapter, I explore the 
context on a site level. I consider how the motifs relate across the site as well as to each 
other on a single monument. In addition to offering an examination of the use of 
architectural sculpture on a site level, this chapter also provides a solid context for the 
building that is the primary focus of this study, the Codz Pop. 
I begin by acknowledging the many historic and modern sources that augmented 
my own fieldwork at Kabah. While Chapter 2 looked broadly at the scholarship on the 
Puuc region, this section will hone in on those who spent extended time at Kabah. I then 
move on to a general description of the site’s layout to orient the reader. The remainder 
of the chapter is the summaries of the most significant art and architecture at Kabah. I 
present these data in three sections, divisions that correspond to the principal areas of the 
site: the eastern, central, and western sectors. While approaching the site in three parts 
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serves to organize the discussion of architecture, I have not separated them only for 
clarity. As I discuss more fully below, the three sectors are not arbitrary, but rather appear 
to be the result of deliberate planning and conscious development during the 
Precolumbian era. Therefore, the divisions assist with the conceptual understanding of 
the site.  
This chapter covers twenty-two buildings and over a dozen freestanding 
sculptures; yet it is not an exhaustive survey and not every structure receives equal 
attention as the others. Instead, I emphasize structures whose architectural sculpture, or 
whose relationship to other structures, helps clarify the possible sociopolitical character 
and functional nature of key structures and/or structural groups. I also summarize the 
analysis of others when available, as it provides depth to the scholarship on Kabah that 
Chapter 2 only touches on briefly.  
The aim of this chapter is to assess the Codz Pop as it was toward the end of the 
9th century, when all the major enlargements and additions had been completed but prior 
to the dissolution of the site’s centralized government. Creating a historiography for the 
building is an essential component of this project. Even after abandonment, 
archaeological sites continue to undergo transformations due to human and natural 
causes. As technology and academic interests shift, the ways in which these changes are 
recorded also vary. Furthermore, the increase in systematic archaeological investigations 
also instigates new avenues of research and poses fresh challenges. The notes, drawings, 
and photographs of explorers, amateur archaeologists, architects, and archaeological 
projects from the past 175 years provide insight into ancient Kabah through its modern 
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history. In addition to data gathered through my own fieldwork, I have written the 
following summary of art and architecture at Kabah using historical sources, 
archaeological reports, and the observations of many other individuals from the mid-19th 
century to the present day. Drawing from nearly 200 years of research permits me to 
provide a more comprehensive look at each of these structures.  
HISTORICAL AND MODERN SOURCES  
Since the mid-19th century, countless explorers, architects, and archaeologists 
have contributed a growing number of documents recording the art and architecture at 
Kabah. Some have compiled comprehensive summaries, such as Harry Pollock (1980: 
140-204) and George Andrews (1990; 1992), while others have expanded the data set 
through focused work on specific areas of the site. The following chapter is a summary of 
their efforts. However, it is not an exhaustive list of their findings. Rather, I have chosen 
to emphasize data on Kabah’s visual record, which I combine with my own field notes in 
order to provide a complete overview of the art and architecture at the site.  
The earliest documents of Kabah are from explorer John Lloyd Stephens and 
artist Frederick Catherwood, who traveled to the Puuc region between 1841 and 1842.44 
Stephens’ narrative descriptions and Catherwood’s illustrations were published in the 
popular book Incidents of Travel in Yucatán the following year (Stephens 1843: 382-
415). Although Kabah was probably always a part of local consciousness, their text 
                                                
44 An earlier journey, described in Incidents of Travel in Central America, Chiapas, and Yucatan, also took 
Stephens and Catherwood briefly to the Puuc region, but not to Kabah (Stephens 1841). 
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brought it to the attention of the rest of the world.45 Catherwood drafted the first site plan 
(Fig. 39) and produced beautiful renderings of a selection of the site’s principal 
architecture. Stephens described the unusual facades in detail. From their expedition, we 
also have cultural artifacts, as they removed several items from the site. Among the 
objects was a pair of sculpted stone doorjambs and a wooden lintel. The lintel was 
destroyed, but the jambs from Structure 2A3 are located in the American Museum of 
Natural History in New York.46  
In the second half of the 19th century, a number of archaeological explorers 
followed Stephens’ and Catherwood’s lead, often including Kabah as an extension to a 
trip to Uxmal. While these visits rarely produced insightful analysis, they led to the 
creation of a substantial photographic record. Of particular note are the turn of the 
century images of Kabah captured by Desire Charnay (1885), Harry Sweet,47 Alfred 
Maudslay (1889), and Teobert Maler (1997). The quality of their photographs is 
exceptional; unfortunately, many buildings buried in the brush went unnoticed. 
Until the arrival of archaeologist Harry Pollock to the Puuc region in the first half 
of the 20th century, the extent of Kabah’s art and architectural tradition was only partially 
and imperfectly known. While completing fieldwork for the Carnegie Institution of 
                                                
45 The work of Stephens and Catherwood inspired not only the lay public, but also other explorers. For 
example, Rambles in Yucatán by Benjamin Norman (1843), who consulted with Stephens following his 
1841 trip to Yucatán. 
46 The wooden lintel was destroyed by a fire July 31, 1841, when Catherwood’s panorama in New York 
City burned. This same fire destroyed most of the Yucatán collection assembled by Stephens and 
Catherwood between 1841 and 1842 (von Hagen 1950: 82-84). The only surviving pieces from Kabah are 
the set of stone doorjambs in the American Museum of Natural History in New York.  
47 Harry Sweet was the photographer for Edward H. Thompson who explored the area between 1888 and 
1891. Some of his photos are included in Maudslay’s Biologia Centrali-Americana (1889). 
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Washington, Pollock assembled the first comprehensive archive of art and architecture at 
Kabah. For every extant structure he located, Pollock noted the plan, stages of 
construction, all visible architectural features, and decorations. He also recorded 
freestanding sculptures, architectural fragments, and chultuns. The details were so 
complete, Edwin Shook and Aubrey Trik’s foldout map of the site, included with 
Pollock’s text, is the map current archaeological projects begin with today (Fig. 40).48  
George F. Andrews is the only other person who could match, if not exceed, 
Pollock’s attention to Kabah’s architectural detail. Andrews, an architect by training, first 
visited Kabah in 1960 and regularly returned to the site until the early 1990s. His initial 
visit produced only photographs, but in 1971 he began the laborious process of recording 
the data and created a simplified map based on the one produced by Shook and Trik (Fig. 
41).49 At the time, Pollock’s tome had not been published, and no comparable record for 
Kabah was available; thus, Andrews felt it his professional obligation to visit each visible 
structure at the site (Andrews 1990: 5). He wrote up his initial results in Maya Cities: 
Placemaking and Urbanization (1975).  
Andrews’ work at Kabah was never published in its entirety, as Pollock’s book on 
the Puuc appeared just a few years after his 1970s reconnaissance project.50 In the early 
1990s, Andrews summarized the results of his fieldwork at Kabah in two manuscripts 
(n.d.b, 1990). They are unpublished, but copies were deposited in the archives of the 
                                                
48 More recent maps based on Shook and Trik’s have been produced by the INAH projects under the 
direction of Ramón Carrasco and Lourdes Toscano. 
49 Andrews’ most intensive field seasons at Kabah were carried out in 1973 and 1978, prior to any major 
archaeological interventions. 
50 Andrews himself provides this reason for not publishing more on Kabah (1990: 5). 
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National Institute of Archaeology and History (INAH) in Mexico City. Additional copies 
of the manuscripts are located in the George F. and Geraldine D. Andrews Papers in the 
Alexander Architectural Archives at the University of Texas.51 Within the same archive 
is a substantial photographic record that spans the 35 years of site visits. Many of these 
photos are not included in the manuscripts. In addition, this significant collection contains 
field notes, data sheets, drawings, negatives, and slides of Kabah. Labyrinthos published 
a few additional papers that reference Kabah, all of which discuss its architectural style 
within the context of the larger corpus of Puuc architecture, in the mid-1990s (Andrews 
1995, Vol. 1). 
During the first half of the 20th century, when Pollock was completing his 
architectural survey, INAH began archaeological work at Kabah. Until the 1950s, the 
majority of the projects were either salvage operations or quick consolidation and 
restoration jobs, rather than focused excavation. Other projects were focused on 
documentation.52 At the time, Kabah was one of a number of Puuc sites receiving 
attention from INAH, a response to the growing interest in the region outside of Yucatán. 
In addition to the numerous travel publications, mentioned earlier, 1893 was the year of 
the Chicago World’s Fair, which featured full-scale replicas of Puuc architecture. In the 
following years, a number of buildings were cleared at Kabah and portions of the facades 
                                                
51 All of the field reports from the George F. and Geraldine D. Andrews Collection in the Alexander 
Architectural Archives at the University of Texas (UT) have been digitized. They are accessible through 
the UT Digital Repository at: http://repositories.lib.utexas.edu/handle/2152/23770. 
52 Early descriptions and photographs of the Kabah are located in the INAH archives in Mexico City. 
Further information about the first half of the 20th century can be found in INAH field reports submitted by 
Manuel Cirerol Sansores (1013-5 [1935], 1103-5 [1935], 1104-6 [1935], 1015-7 [1940]); José Erosa 
Peniche (1169-8 [1941], 1041-22 [1943], 1022-3 [1945], 1023-4 [1946], 1132-3 [1946], 1133-4 [1946]); H. 
J. Martínez (1130-1 [1914]);  José Reygadas Vértiz (1131-2 [1923]); and Alberto Ruz Lhuilier (1019-11). 
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selectively replaced (Mariscal 1928; Marquina 1951; Reygadas 1923). Archaeologists 
continued to revisit the site, completing a number of smaller projects through the 1940s. 
One of the largest projects dates to the late 1940s when Highway 261, the road 
connecting Mérida to the city of Campeche that now bisects Kabah, was constructed. 
Alberto Ruz Lhuillier was in charge of the salvage operation (Ruz and Felix 1948). 
In the second half of the century, focused archaeological work began at Kabah, 
providing additional data for, and encouraging a deeper analysis of, many of the 
structures. In 1951, Raúl Pavón Abreu started a major excavation and consolidation 
project at the site. Assisted by Hugo Moedano Koér, Román Piña Chan, and Hipólito 
Sánchez Vera, his work focused on the East Group, specifically the Codz Pop (Pavón 
1951b). This work was continued for two more seasons under the direction of Ponciano 
Salazar Ortegón (Salazar 1952, 1953, 1958). 
Following the projects of Pavón and Salazar, excavation at the site was relatively 
quiet for almost 40 years. In 1953 and 1954, Alberto Ruz Lhuillier returned to Kabah as 
part of his work on the archaeological zones on the Ruta Puuc. Although there were a 
couple small projects at Kabah in the 1970s and 1980s, the next large-scale project did 
not begin until 1990. At that time, INAH archaeologist Ramón Carrasco Vargas resumed 
work on the East Group, including the Codz Pop. Unlike previous projects, Carrasco also 
expanded his project to the opposite side of the site where the Manos Rojas (1A1) is 
located. He was assisted by José Ligorred Perramón and Eduardo Pérez de Heredia. Both 
archaeologists produced theses, Pérez on the Manos Rojas (1998), and Ligorred on the 
Codz Pop (1993). In addition to these two projects, Carrasco (1993) documented the 
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Kabah-Nohpat-Uxmal sacbé and surrounding structures. Carrasco and his team were 
active at the site until 1993. 
Ten years passed before excavations resumed at Kabah. Following several years 
of small-scale projects that date back to 2003, INAH archaeologist Lourdes Toscano 
Hernández began several large-scale projects, which continue to the present day. Her 
team has worked at the Early Group, the East Group, and portions of the central sector, 
including the Great Pyramid and the Quadrangle. This dissertation owes a great debt to 
their work on the Codz Pop, a building that underwent excavation under Toscano’s 
direction, with the assistance of INAH archaeologist Gustavo Novelo Rincón.  
SITE LAYOUT AND ORIENTATION 
The site of Kabah is located approximately 20 km southeast of Uxmal and 7 km 
northwest of Sayil in the heart of the Puuc region (Fig. 1). The architectural core is 
approximately 1.2 km2, with the greater settlement covering five square kilometers. No 
major architectural groups have been discovered at the site since Pollock’s fieldwork, but 
archaeological projects in the 1990s and the 2000s continue to fill in details and update 
the map. 
Shook and Trik’s plan of Kabah shows the arrangement of the core buildings (Fig. 
40). Three areas are clearly delineated: the western, central, and the eastern sectors. 
Archaeological investigations suggest the central sector dates to the Early Classic (400-
600 CE) (Toscano 2009), although there are buildings in the other two areas that also 
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predate the Terminal Classic period.53 While buildings are grouped throughout the site, 
their placement does not follow a rigid plan. Rather, the siting is based on topography. 
The majority of the large structures are positioned atop natural hills, and their platforms 
both extend and raise natural features of the landscape. Of note is the orientation of the 
doorways; the largest structures to the west and east open to the central axis of the site, 
which is roughly defined by a sacbé system that enters from the northwest and extends 
southward from the Central Group to culminate in a southern architectural complex. 
The chief architectural groups of the western sector of the site include the Manos 
Rojas (1A1), the Dos Altos group (2A1-2A3), and the Early Group (1A3-1A6); the 
central sector includes the arch (1B1), the Great pyramid (1B2), and a smaller pyramid to 
the south (3B1); and the eastern sector includes the Palace Group (2C1-4), the Codz Pop 
(2C6), and the Temple of the Columns (1C1).54 Countless additional structures spread in 
all directions. The definite boundaries of Kabah are unknown, but Ramón Carrasco and 
Lourdes Toscano’s projects have continued to expand the settlement limits.55  
At Kabah, there is a general east-west and north-south orientation, but neither axis 
dominates. Nicholas Dunning identified two main types of ceremonial core layouts in the 
Puuc region, which he has labeled the Nohpat/Yakalxiu model (1992: 114, fig. 5-20) and 
the Labna model (1992: 113, fig. 5-19). In the Nohpat/Yakalxiu model, the central 
buildings, aligned north-south are believed to have a ceremonial function. This portion of 
                                                
53 The earliest buildings in the western sector (1A3-1A6) are part of the aptly named Grupo Temprano, or 
Early Group, and in the eastern sector, the Temple of the Columns (1C1). 
54 The numbers assigned to the buildings at Kabah come from Shook’s map (Pollock 1980: fig. 281). His 
numbers are the standard label used to date. 
55 The most recent paper on settlement at Kabah is Luis Raúl Pantoja’s Un acercamiento al patrón de 
asentamiento de Kabah, Yucatán (2015). 
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the site also has a lack of chultuns, pilas, and metates (Dunning 1992: 113). This central 
area is bordered to the east and west by elite residential structures. The Labna model 
(Dunning 1992: 111-114) has a similar emphasis on ceremonial/non-residential structures 
along the north-south axis, but typically the elite residences to the north are linked to the 
ceremonial structures at the south by a sacbé. Dunning (1992: 111) suggests that Kabah 
combines the two plans. 
The data presented in this chapter supports Dunning’s hypothesis. I will suggest 
the western and eastern sectors at Kabah served different functions than the central 
sector; the north-south axis more likely met ceremonial needs, and the east-west axis 
administrative and residential. Conceptually, this design closely parallels Dunning’s 
Nohpat/Yakalxiu model, while the long road connecting the two pyramids at Kabah is 
structurally equivalent to the Labna plan. In addition to the architectural distinctions 
made by Dunning, I noted differences in the imagery associated with the north-south axis 
and the east-west axis at Kabah. As elaborated on below, the freestanding sculpture along 
the central axis appears to refer to mythological events. The art of the eastern and western 
groups, on the other hand, has greater historical content.  
The remainder of this chapter is devoted to the art and architecture at Kabah. It 
lists who has documented each structure, notes major archaeological excavations, if any, 
describes the architectural sculpture and related freestanding sculpture, and summarizes 
interpretations that have been proposed in the past. When possible, I compare the 
structure to other Puuc examples. Furthermore, in order to better visualize how 
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architecture structured interaction at Kabah, I emphasize the relationships between 
buildings or groups of buildings—both their physical orientation and design.  
Before proceeding, I must revisit the issue of chronology discussed at length in 
Chapter 2. How can we understand the ways in which art and architecture functioned at 
Kabah if we do not know when each structure was built or object created? Although we 
do have hieroglyphic, ceramic, and radiocarbon dates at Kabah, architectural seriation 
remains the most common method of dating. George Andrews (n.d.b, 1986) proposed 
that Kabah has a representative example of Puuc architecture from Early Puuc to the 
Postclassic.56 Although this system does not anchor any of the buildings in time, it does 
allow one to draw comparisons between buildings based on style, construction, and/or 
layout and suggest a chronological development. I will include Andrews’ labels, and 
other dating information, when available.  
MAJOR ARCHITECTURAL FEATURES: CENTRAL 
The earliest extant monumental architecture at Kabah is located along the north-
south axis in the central sector of the site (Fig. 42). The northern and southern boundaries 
of the site’s core are demarcated by the Great Pyramid to the north (1B1) and a smaller 
one to the south (1B3). An internal sacbé connects the two pyramids; it is along this 
sacbé that the majority of the structures associated with the central sector are found. All 
                                                
56 Andrews (1990 Architecture of Kabah) proposes six phases into which the structures fit: Early Puuc 
(1A3, 1A5, 1A6, 1B1, 2C1, the lower level of 2C8, 2C9); Intermediate (2C3, possibly 1B2, 3B1), 
Colonnette (1A4, 1C1, 2C2, 2C7), Mosaic (the lower level of 1A1, 1A2, 2A2, 2A3, the western rooms of 
2C6), Late Kabah / Late Puuc56 (the upper level of 1A1, the eastern rooms of 2C6), and Postclassic (2C4, 
the upper level of 2C8, reuse of the upper level of 1A1, and the eastern rooms of 2C6) (Andrews 1990: 17). 
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of the known freestanding sculptures from the central sector were located in proximity to 
the internal sacbé. Directly south of the Great Pyramid is a large quadrangle, excavated in 
2013 and 2014. The structures are estimated to date to the Middle Classic period (400-
600 CE) (Toscano 2009).57 Although these structures are among the earliest known at 
Kabah, they must have retained importance throughout the site’s architectural 
development, as all of the major buildings are oriented toward this central sector.  
Just to the west of the Great Pyramid is a portal arch (2B2). The Arch marks the 
terminus of the Uxmal-Nohpat-Kabah sacbé, and appears to be the main entrance to the 
site based on its location and orientation relative to nearby structures. The archaeological 
evidence suggests this entrance is contemporaneous to the oldest monumental 
architecture at Kabah (Andrews 1990 Dunning 1992; Pollock 1980). As noted, other 
buildings at the site are oriented in its direction. 
With the exception of the Quadrangle and a few areas to the north of the Great 
Pyramid, the central sector is largely unexcavated. The presence of two pyramids, with 
only small structures on top, suggest it had a ceremonial or combined ceremonial and 
civic function. Furthermore, there are fewer chultuns, the humanmade storage tanks 
carved into the limestone, in the central sector compared with the eastern and western 
sectors of the site, suggesting a less permanent occupation. Finally, I want to point out 
that in the central sector, the iconographic content is on freestanding sculptures; there is 
                                                
57 The pyramid-quadrangle combination is replicated in architectural programs throughout the area. Similar 
pairings are also present at nearby Xcoch and Uxmal. 
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little known architectural sculpture. Portions of this area of Kabah were lost to Highway 
261, and the record will remain incomplete.  
1B1: Arch 
The Arch at Kabah is one of only a few freestanding examples in the Puuc region. 
In addition to examples at Kabah and Xculoc, Andrews refers to a portal vault at 
Nohchen in a letter to Hanns Prem, noting that it is slightly smaller (George F. and 
Geraldine D. Andrews Papers, Box 9-1, 5/26/88). There are other examples of arches in 
the Puuc region with additional architectural components to the sides, such as the one at 
Labna. A recent discovery of an arch within the platform of the House of the Governor 
might be another example (Moguel 2014). 
When Stephens and Catherwood visited the site in 1841, the upper vault stones of 
the arch at Kabah had already collapsed (Fig. 43). However, photographs of the arch 
taken by Teobert Maler in the late 1800s and Pollock in the 1930s (Fig. 44) show the 
vertical walls were still standing into the early 20th century. The dating of the original 
construction is unknown, although Andrews (1990: 17) places it the Early Puuc phase. 
The vault was restored to its present state in 1953 (Fig. 45). 
There is no architectural sculpture associated with this arch. The facing stone is 
smooth. Like many other structures at the site, it was probably covered with a thin layer 
of stucco and painted. Both Pollock (1980) and Carrasco et al. (1993) noted traces of red 
paint just below the medial molding and on the outer west wall. Carrasco et al. (1993) 
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suggested the red paint was handprints. I did not observe any remnants of the handprints 
during my research. 
The Arch at Kabah marks the southern limit of the Uxmal-Nohpat-Kabah sacbé, 
which extends north approximately 18 kilometers to Uxmal, passing through Nohpat near 
the halfway point (Fig. 46). As discussed in Chapter 2, sacbeo’ob in the Maya region are 
human made causeways created out of various sized pieces of the white limestone of the 
region. I discussed the sacbé at some length as a way to discern political and economic 
organization of the Puuc region. I mention it again here to suggest it was not only a path, 
but also an architectural feature in that it was constructed out of building material and 
intended to structure interaction, and idea elaborated on below. In 1991, archaeologist 
Ramón Carrasco walked the length of the Uxmal-Nohpat-Kabah sacbé measuring and 
mapping the road and visible structures nearby. He noted how the sacbé, approximately 
4.5 meters wide, was adapted to the terrain (Carrasco 1993). Along this road, Carrasco 
located six residential groups to the north, west, and south of the arch, extending the 
boundaries of the architectural core. No architectural sculpture or art was found in those 
areas. 
The significance of the Arch lies in how it structures a person’s perception upon 
entering or exiting the site, controlling both physical movement and psychological state. 
This topic has been explored in depth by ancient Roman scholars such as Brilliant (1967), 
Kleiner (1989), and MacDonald (1986), focusing on triumphal arches spread throughout 
ancient Rome. At Kabah, the Arch is similarly placed at a location that would have been 
deemed important by the local inhabitants, a point that was a main entrance and exit to 
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the site. Like most other structures at Kabah, it was built at the edge of a rise in the 
landscape that together with a large platform raises the base of the arch more than a meter 
above the ground level (Fig. 47).  
To pass through the arch is not as straightforward as walking through the portal. 
Entering Kabah from the direction of Uxmal, one would have climbed a set of stairs, 
passed between the thick walls of the arch, and then descended into the site on a smooth 
stone ramp (Fig. 48). Leaving the site, climbing the ramp and descending by way of the 
stairs, would have been effortless compared to the arrival. Likely, this design was 
intended to heighten the visceral experience of entering and leaving Kabah, bringing 
one’s attention to a change in space. At Ek Balam, located in northern Yucatán, one can 
see a similar passageway created by an arch at a site boundary (Fig. 49). In this case, 
however, there is no separation in the movements associated with how one would enter 
and exit. Ramps are used for ingress and egress, and steps are used for access via the 
other two sides of this four-sided arch. 
From the arch, an internal sacbé runs southeast toward a smaller group of 
unnumbered buildings located south of the Great Pyramid and southwest of a large 
quadrangle. This sacbé intersects with a main north-south internal sacbé that connects the 
Great Pyramid to the smaller pyramid to the south.  
1B2: Great Pyramid 
Directly east of the Arch is the tallest and most visible structure at Kabah, the 
Great Pyramid (1B2). From the top, one has a 360 degree view of the surrounding hill 
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country and other structures at the site. Although in an advanced state of collapse, 
remnants of steps are still visible on the southern side of the pyramid, indicating this 
stairway was the main access to the top (Fig. 50). More than just stairs, they may have 
provided the backdrop for events or rituals that took place on the ground level, as there is 
also a low platform four steps up from the causeway that runs to the southern pyramid 
(Miller 1998). As reconstructed in Pollock’s plan, the pyramid was stepped with curved 
corners, much like the Pyramid of the Magician at Uxmal. Curved corner stones in the 
debris confirm that the pyramid had rounded corners (Andrews 1990; Pollock 1980: 158). 
To date, there have been no systematic excavations of this massive pyramid, although 
some of the area around it has been explored. 
Atop the structure is a small building now in ruins. However, the shapes of the 
walls show it was once a four-room structure. The rooms to the east, south, and west are 
accessible through exterior doorways. The northernmost room can only be entered 
through an interior door in the southern room. Dating on this upper construction is 
uncertain, however Andrews hesitatingly places this small structure in the Intermediate 
Puuc phase (1990: 17), which is in line with the earlier dates of this sector of Kabah. At 
this time, there is no evidence that the pyramid itself had elaborate architectural sculpture 
and certainly nothing on the scale of the two large pyramids at Uxmal; however, four 
altars were found in its vicinity, two carved in bas-relief and two plain.  
Altar 3 is a drum-shaped monument located on a platform at the base of the stairs 
(Fig. 51). Broken in two, Pollock’s measurements estimate it at approximately 1.20 
meters high and .75 meters in width. A band of eroded hieroglyphs runs along the top of 
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an image, carved on just one side of the altar. The image depicts two figures, one above 
the other, both in what appear to be avian dress. The lower figure is fragmented, only his 
lower body visible. The upper figure is nearly complete. A cascade of feathers hangs 
below his outstretched arm, and a long beak-like mask sits on top of his head. A scepter-
like object is clasped in his outstretched hand.58 The dynamic poses held by both figures, 
legs bent and arms out wide, suggest movement.  
Examples of individuals performing in avian dress are common in ancient 
Mesoamerica, particularly during the Late Preclassic period (c. 300 BCE-250 CE). In 
Late Preclassic Izapan art, Guernsey (2006: 91-118) interprets the role of the bird 
costume as the transformative dress that signals a ruler’s claims to communication with 
the supernatural realm. It is possible that we see a similar use of the avian motif during 
the Classic period at Kabah.59 A Terminal Classic figure dressed as a bird is also depicted 
in the southwest panel of the South Ballcourt at Tajín (Koontz 2009: 51, fig. 3.9) and the 
central column of the Structure of the Columns (Koontz 2009: 71, fig. 4.3h). Koontz 
(2009: 51-55) focuses on the performative aspect and does not tie the dancer to a ruler.  
Another altar with similar avian costumed imagery was found nearby (Fig. 52). 
Altar 4 was located on the same axis at Altar 3, at the base of the platform where the 
inter-site sacbé begins. Pollock (1980: 202) speculates that it might have fallen from a 
different platform, but regarless it is still part of the art program associated with the Great 
                                                
58 The descriptions for Altar 3 and Altar 4 are based on images and text from Pollock 1980: 201-202. 
59 For another example on an avian dance from the Puuc region, see Oxkintok Stela 21 (Pollock 1980: 321, 
fig. 547). 
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Pyramid.60 Smaller than Altar 3, Altar 4 is less than a meter high with a diameter of less 
than a half meter at the top. However, the placement of imagery is similar on both 
examples. On this altar, the image is also carved only on one side. While it is eroded, the 
drawing in Pollock (1980: 203, fig. 380) depicts at least one figure in a similarly dynamic 
pose, leaning forward, with neither foot firmly planted on the ground. Hints of feathers at 
the center of Pollock’s drawing suggest we are looking at another figure dressed in an 
avian costume. 
One of the uncarved altars, Altar 5, was also located at the base of the pyramid 
stairs, just south of Altar 4. Altar 2, on the other hand, was found to the eastern side of 
the pyramid. Pollock has few notes on these two altars, and I did not relocate either one. 
Shook and Trik’s map shows Altar 2 unassociated with any building access or other 
monuments. It is possible that this altar was not found in its original position, or that 
column and drum altars served a function away from the main thoroughfare.  
Sacbé 2 and Associated Monuments 
Early Puuc architecture, such as that found in the central sector, does not typically 
have elaborate architectural ornament; in general, it is plain or minimally decorated. 
Instead, the iconographic content is carried by freestanding sculpture. As already 
mentioned, at Kabah the majority of the inscribed monuments are associated with this 
central axis, found along the internal sacbé and within the two pyramidal complexes and 
                                                
60 Although I discuss monuments in relation to architectural groups in the central sector, I do so tentatively. 
As Clark, Guernsey, and Arroyo (2010: 1-26) caution, we must recognize that portable sculpture not only 
moves around in the modern era, but in ancient Mesoamerica as well. 
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the quadrangle. The relationship between freestanding monuments and the earliest 
unadorned architecture at the site sets up a nice comparison with the later, highly ornate, 
architecture, with very few examples of freestanding monuments. Altars continue to be 
used, as one assumes they serve a function that is not easily replicated by architecture. 
However, the altars associated with later building groups at the site are not carved or are 
simply carved with a decorative band. The images of rulers and other individuals are 
integrated into the buildings, namely the facades.  
An additional five altars (Altars 6-10) and four monuments (Miscellaneous 
Sculptures 1, 2, and 3 and Stela 1) were located either along the internal sacbé, Sacbé 2, 
which connects the Great Pyramid to another small architectural complex, or in the 
Quadrangle, just south of the Great Pyramid and east of the sacbé. Miscellaneous 
Sculpture 3 and Altars 9 and 10 were found within the Quadrangle. Miscellaneous 
Sculpture 1 and Miscellaneous Sculpture 2 and Altar 8 were located near a small platform 
to the west of the Quadrangle.61 
Two altars, Altar 9 and Altar 10, are uncarved drum altars discovered in the 
Quadrangle. The third monument from the Quadrangle is a figure with a bird wing, 
labeled Miscellaneous Sculpture 3 (M3) on Shook and Trik’s map (Fig. 53). The bird 
sculpture is about half a meter high. The body is hollowed out, a now missing head 
probably attached at this point. It is interesting to note the repetition of avian imagery in 
                                                
61 Although it is difficult to know if this low structure functioned as a stela platform, there are examples of 
stela platforms at the neighboring sites of Uxmal and Sayil. 
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the Quadrangle and the altars at the base of the pyramid, even if Miscellaneous Sculpture 
3 is a naturalistic bird rather than a costumed figure. 
Miscellaneous Sculpture 1 and Miscellaneous Sculpture 2 were found near each 
other, although there is no evidence that this is their original context. Although it is often 
referred to as a stela, Miscellaneous Sculpture 1 (M1) (Fig. 54) is not a standard 
rectangular shape. A man’s figure is carved from stone, his head and shoulders free of the 
rectangular block. A snake is draped around his neck, his arms bent and hands holding on 
to either end. The form is crude, and it is difficult to know if the original style was rough, 
or the years of wear have misshapen it. Most likely, it is some combination of style and 
deterioration. Miscellaneous Sculpture 2 (M2) is also in an advanced state of wear. While 
the carving is extremely eroded, Pollock suggests it is a human head (1980: 200).  
Altar 6, Altar 7, Altar 8, Altar 9, and Altar 10 are tapered drum altars, but only 
one has visible carving. Altar 8 is approximately one meter high with a top diameter of 
.77 meters, the bas-relief on one side (Fig. 55). In Pollock’s illustration (1980: 203, fig. 
381), four figures are visible, two standing and two sitting on the ground. There is a 
remarkable similarity to the context depicted on the doorjambs of Manos Rojas and the 
Codz Pop, showing images of subjugation (see Figs. 4.41 and 4.42, and Figs. 5.21 and 
5.22). The two standing figures are well dressed, wearing headdresses, neck, arm, and 
ankle adornments, and belts. By contrast, the two figures sitting on the ground, one with 
legs outstretched and the other with knees bent, are naked. The standing figure on the far 
left is holding the subjugated figure at his feet by the hair, an unidentified weapon in his 
other hand. The other standing figure is behind the captive, right hand raised, holding 
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another indistinguishable object. Behind him is the second seated figure, perhaps waiting 
in line. Unlike the other carved altars associated with the central sector (Altars 3, 4, and 
25), this imagery is markedly different, as it does not have the winged figures and 
appears to focus on an historical event—even if it does relate to ritual. 
1B3: Small Pyramid and the Southern Limit 
The final architectural feature of the central sector of Kabah to mention is a 
smaller pyramid (1B3), marking the southern terminus of the internal sacbé, opposite the 
Great Pyramid. The stairs are located on the northern side of 1B3, indicating the two 
pyramids faced each other. In the space in between is the inter-site sacbé and the large 
quadrangle, plus all the associated monuments.  
Like the Great Pyramid to the north, several altars were found near the smaller 
pyramid: Altar 22, Altar 23, Altar 24, and Altar 25. All of the altars associated with the 
southern pyramid were located on a small platform near the base of the stairs. Three of 
the altars are plain, and the fourth, Altar 25 (Fig. 56), is carved in a bas-relief similar to 
Altar 3, Altar 4, and Altar 8. The figure wears an elaborate headdress and holds his arms 
spread to either side, objects in each hand, and legs bent as if in motion. The figure’s 
dress and stance suggests similar movement as that depicted in Altar 3 and Altar 4. Since 
the figure is shown with a large non-human eye, the hooked-pupil signifying an 
otherworldly sight (Houston et al. 2006; Meskell and Joyce 2003; Taube 1992), it is 
likely a deity or a deity impersonator. The dynamic pose suggests the figure is engaged in 
dance or performance (Looper 2009). 
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Structure 1B3 is one of the only structures at Kabah not located on a natural rise 
in the landscape. Yet, the pyramid itself is tall enough to provide clear lines of sight to 
the western groups, the central pyramid, and the eastern groups (Fig. 57). Little else is 
known about Structure 1B3, as no excavation has been carried out at this part of the site. 
Like the Great Pyramid, there was a walled structure surmounting the pyramid. Pollock 
(1980: 160) draws our attention to the extraordinarily thin walls of this single-room 
structure that could not have supported a weighty roof.  
While this structure will not factor heavily into my discussion on the Codz Pop, it 
confirms the type of architecture placed along the north-south axis is structurally different 
from those along the east-west axis, and thus we can hypothesize they are functionally 
different. It also marks the southern boundary of the core architecture.62 
MAJOR ARCHITECTURAL FEATURES: WEST 
In the western sector of Kabah, two major architectural groups are organized on 
platforms built into opposite ends of a natural elevation; a third architectural group sits on 
the eastern edge of this rise (Fig. 58). All of the primary structures in these groups are 
oriented east, toward the central sector of the site. Within these three separate 
architectural complexes are two spectacular buildings, Structure 1A1 (Manos Rojas) and 
Structure 2A2 (Mirador), whose carved facades and sculpted doorjambs are among the 
most complex at the site, if not the Puuc region. The only building at Kabah that 
                                                
62 The small pyramid is due south from the Great Pyramid, but Highway 261 crosses through the site 
toward the southwest, cutting the sacbé in half. The small pyramid is located on the eastern side of the 
highway.  
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surpasses their intricacy is the Codz Pop in the eastern sector.63 In the following section, I 
will draw special attention to them in order to set up comparisons to the Codz Pop.  
1A1 (Manos Rojas) and 1A2 
Structures 1A1 and 1A2 are located on opposite ends of a large platform on the 
northern end of the natural hill it shares with the Dos Altos group (Structures 2A1, 2A2, 
and 2A3). The main stairs of each are located on the eastern sides. When the land is 
cleared, as it would have been in Precolumbian times, each structure would have offered 
an unobstructed view of the Central sector and the Codz Pop (Fig. 59). 
Structure 1A2 
On the southern end of this western group is the impressively sited Structure 1A2, 
a single-story rectangular building with 18 rooms. Structure 1A2 is one of the longest 
buildings at the site. The seven doors on the east side, leading to eight rooms, and the six 
doors on the west side also give it an interesting access pattern, as seen in other buildings 
at the site. Although today the building is largely in ruins (Fig. 60), the remains of a 
stepped-fret facade decoration above the doors of 1A2 are visible in Andrews’ 
reconstruction (see Fig. 23).64   
The back of Structure 1A2 abuts a large platform that extends north to the base of 
Structure 1A1. Upon first seeing Structure 1A2, Stephens (1843 Vol 1: 402) remarked 
that it was more ornamented than any other building they had seen at the site, with the 
                                                
63 I will return later to these three structures, as they are indeed the most ornate at Kabah, and all different 
from each other, which I find compelling. 
64 Because of the stepped-fret facade, Pollock referred to Structure 1A2 as the Building of the Grecas. 
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exception of the Codz Pop, but more dilapidated. Today, very little is visible and the 
collapsed state of this structure makes it difficult to reconstruct the exact placement of its 
fallen facade. However, there are some interesting elements. Above the stepped-fret on 
the frieze is a series of T-shaped stones that form an upper border. Along the outer corner 
of Room 7, curling stones, turned opposite directions also remained in situ on the facade 
when Pollock was at the site (Pollock 1980: 149, fig. 298).65 Pollock (1980: 146) 
suggests that this decoration could indicate a serpent mouth, a known repeated motif in 
the Puuc region. Another interesting carved feature is a corner column, enclosed by a 
later construction phase. It is incised with small, curved lines, whose meaning is 
unknown (Fig 4.23).  
The only freestanding monument associated with Structure 1A2, Altar 1, was 
located at the base of the eastern stairs, near a small, square platform. It is a plain, tapered 
drum monument (see Pollock 1980: 203, fig. 382a).  
Structure 1A1 (Manos Rojas) 
Directly to the north of Structure 1A2 on the same platform is Structure 1A1, 
more commonly known as the Manos Rojas. The name, which translates as red hands, 
refers to the red handprints covering the interior walls of Room 4 and Room 5 (Fig. 62). 
The Manos Rojas is a two-story building, although the second level is incomplete. The 
lower level of this structure is a solid core surrounded by 16 entrances leading to 20 total 
                                                
65 I did not observe these facade elements in situ during my visits to Structure 1A2 in 2012 and 2013. 
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rooms (Fig. 63). Wide stairways on the east and west sides of the structure lead to the 
unfinished upper level, where two additional rooms were begun, but never completed.66  
Despite its location at the far northwestern edge of Kabah, the Manos Rojas has 
been well recorded and excavated. The structure was documented by Stephens and 
Catherwood (1843, Vol 1), Pollock (1980) and Andrews (n.d.b, 1990). The Manos Rojas 
was also the focus of two seasons of excavation in 1991 and 1992 (Pérez de Heredia 
1998). Under the direction of Ramón Carrasco Vargas, Eduardo Pérez de Heredia’s 
project focused on the eastern side of the Manos Rojas, the lower and upper levels. 
While archaeological data has been collected from the Manos Rojas, assigning a 
date, or even a range of dates, to the structure is challenging. Based on the architecture, 
George Andrews (1990: 17) identifies the Manos Rojas as Classic Puuc Mosaic.67 Pérez 
de Heredia proposed later dates for this structure, placing Manos Rojas in the first half of 
the 11th century (Carrasco and Pérez de Heredia 1996; Pérez de Heredia 1998). He 
reached the later date through a combination of architectural style, ceramic dating, C14 
dates, and comparative data in other areas of Kabah. A C14 date recovered from the 
wooden lintel in Room 5 placed the buildings around 890 +/- 35 years (Pérez 1998). 
However, ceramics from the Hocabá Horizon (1200-1300 CE) were found at Manos 
Rojas, and C14 testing from the upper level returned two separate 1210 dates, one +/- 30, 
                                                
66 Pollock (1980: 142, 144) and Andrews (n.d.b) note the lack of vault stones in the collapse, leading them, 
and later Pérez de Heredia (1998) to suggest the second story was unfinished. It was, however, in use at a 
later date, according to ceramic remains and a late radiocarbon date (Carrasco 1991; Pérez de Heredia 
1998). 
67 Andrews later agreed with the later dates following the publication of Carrasco and Pérez de Heredia’s 
1996 paper. 
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the other +/- 40.68 Since the C14 dates and the ceramics come from different parts of the 
structure, it seems likely that it has two occupations, one contemporaneous with the 
florescence at Kabah and the other a Postclassic occupation on a much smaller scale. 
The Manos Rojas is one of the most intricately decorated buildings at Kabah. The 
majority of the facade was recovered from the rubble, however some architectural 
sculpture remains on the building (Fig. 64). Since only the eastern facade has been 
excavated, it is our primary source of data. We do know that architectural sculpture 
adorned the upper and lower levels of the facade. The Manos Rojas also has at least four 
carved doorjambs, a carved lintel, and two painted interior rooms—the red handprints. As 
described in more detail below, the combination of imagery is unique to the site.  
On the upper wall zone of the lower level on the eastern facade are traces of a 
band of geometric stepped-fret designs, an example of what Andrews interprets as a 
series of geometric masks.69 Below that design, along the medial molding, is a T-shaped 
border (Fig. 65). Very little of the facade decoration remains on the Manos Rojas, but the 
combination of the stepped-fret and the T-shaped border is similar to the western facade 
of Structure 1A2 (see Fig. 23). The shared design suggests that the 1A2 and 1A1 were 
either built at the same time or designed for continuity on this platform. Carrasco (1991: 
100, 1993: 30-40) notes that the Arch at Labna (see Fig. 26a) and Structure 1 at Xlapak 
                                                
68 The two dates are registered under INAH 1028B and 1107A and were calibrated by Maria de los Rio 
Parades (Carrasco and Pérez de Heredia 1993; Pérez de Heredia 1998). 
69 See Chapter 3 for a discussion on Andrews’ ideas about the relationship between the frontal facade 
masks and the stepped-fret design. 
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(see Fig. 20) also share this design, although I point out that the arrangement of the frets 
and T-shaped border is different on all three structures.  
A number of facade elements recovered from the excavation at the Manos Rojas 
are now in storage. Among the most impressive are twelve beautifully carved tenoned 
stone skulls (Fig. 66) recovered in 1991 and 1993. Six were excavated in 1991 (Carrasco 
1991) and five in 1993 (Carrasco 1993a: 2.2). Carasco (191: 100) mentions that similar 
skulls were found in Nocacab, next to the town of Xul further to the east in the Puuc 
region. In addition to the skulls, Pérez de Heredia recovered long-tenoned serpent heads 
(Fig. 67). In a reconstruction drawing, Pérez de Heredia places the skulls above and 
below the geometric band on the frieze and suggests in the text that the tenoned serpent 
heads might have alternated between them (Fig. 68). The frieze was recovered through 
systematic excavations; however the reconstruction is still hypothetical. The projecting 
serpent heads, though different in design than those discussed in the previous chapter, are 
in the location on the molding that we would expect to see them. 
On the main level, at least two of the interior rooms were painted.70 Red 
handprints cover several of the plaster walls of Room 4 and Room 5. The entrances to 
these two rooms are somewhat obscured behind the stairs that lead to the second level. A 
stone bench is built in to the southern end of Room 5. The appearance of red handprints is 
not unusual. In addition to the red handprint reported by Carrasco on the Arch at Kabah 
                                                
70 The red handprints were first recorded by Stephens (1843, Vol. 1: 403). 
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and those in Structure 1A2 at Kabah, red handprints are found elsewhere in the Puuc 
region.71  
What is unusual about the Manos Rojas handprints is their scale and quantity. 
Pollock (1980: 143) first noted they are closer to the size of a child’s hand than that of an 
adult. He also pointed out that most of the handprints are from the right hand. Some of 
the hands overlap, increasing their density. There has been little consensus on the 
meaning of the handprints in the Puuc region, but art history has addressed the question 
of the imprint of the hand, especially in Prehistoric art around the world. Although 
interpretations vary (see Moyes 2013 for several perspectives), a strong tie to personal 
and group identity and marking one’s place are common readings, as is touching the 
spirit within the cave’s wall by placing one’s hand upon it (Clottes 2013). 
The Manos Rojas also includes visual imagery on several of its carved lintels and 
doorjambs. In 1842, Stephens and Catherwood located a carved wooden lintel from the 
Manos Rojas (Fig. 69). They removed the sculpted wooden beams of the lintel from this 
structure, only to lose them the following year in a fire. Catherwood’s print is our only 
record. The lintel was two separate beams, one of which was split lengthwise (Stephens 
1843, Vol 1: 404). Based on Stephens’ description, Pollock suggested the lintel came 
from the doorway of Room 6. Pérez de Heredia (1998: 47-8) proposed instead that the 
lintel was once installed in Room 7, an interior room entered through Room 6. His 
suggestion is based on Catherwood’s print, which he notes shows a decorated stone from 
the zoomorphic facade in the lower left corner.  
                                                
71 In addition to Kabah, Pollock (1980) reported red handprints at Sabacche and Halal. 
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Catherwood’s print of the lintel illustrates the general iconographic content, 
consisting of a standing ruler in an elaborate costume. His body is frontal and his head is 
in profile, typical of Maya portraits. This individual, probably a local ruler, holds an 
“incense bag” in his left hand and probably held a so-called “manikin scepter” depicting 
the god K’awiil in his right hand. From the bottom of the bag hangs a large, stylized 
rattlesnake tail. Beneath it, below the ruler’s left foot, is a snake. The details of the 
costume are difficult to pick out, but there are very few areas of his body exposed. The 
clothing is obscured by a necklace and pendant that reaches nearly to his ankles. Feathers 
from a backrack and an elaborate headdress fill the blank space behind him. Traces of 
hieroglyphs are visible on the right side of the lintel, but they are not clear enough in 
Catherwood’s print to decipher. Based on the style of the image, Tatiana Proskouriakoff 
(1950) suggests a date no earlier than 9.18.0.0.0., which translates in our calendar to 
sometime after 790 CE. A date falling somewhere in the ninth century seems reasonable. 
The design on the steps to the second story, and the second story itself, introduce 
another familiar iconographic element to the Manos Rojas: the mask. On the eastern side 
of the Manos Rojas is a carved platform under the stairway leading up to the second 
story. While few cut stones are in place now, Pérez de Heredia’s reconstruction drawing 
illustrates a series of masks around the base of the stairs (Fig. 70). 
This set of stairs is the main access to the upper level of the Manos Rojas. Not 
only fallen, but also unfinished, the facade decoration on this level shows no continuity 
with the lower level. Few stones remain in place, save for two masks on the northeast and 
southeast corners on either side of Room 21 (Fig. 71 and Fig. 72). However, there are 
 107 
hundreds of facade stones from this upper level around the second story and around the 
first story below. In addition to mask fragments, many of the carved stones appear to be 
celestial signs (Fig. 73). Pérez de Heredia’s reconstruction drawing integrates these 
elements into the mask facade (Fig. 74). However, as the borders do not line up the 
stones probably did not fit together as he has placed them. Another noteworthy element 
found throughout the rubble is fragments of a serpent’s body, sections of which are still 
located on the building. The level of detail carved into the stones is astoundingly 
naturalistic. The masks that protrude from either corner around Room 21 were connected 
to this reptilian body, confirming their reptilian character.  The relationship between the 
serpent body and the corner mask strengthens the argument that the basic form for the 
architectural mask is reptilian—and in this case, serpentine.  
The corner masks are only one element of a much larger facade design. Pollock 
was the first to suggest that the east facade of Room 21 was decorated with a Chenes-
style zoomorphic mask facade (Fig. 75). Andrews (1993: 7) likewise identifies the 
remaining details on this upper facade as parts of a Chenes-style mask, comparing the 
Manos Rojas to Temple IV of the large Pyramid of the Magician at Uxmal (Fig. 76) and 
buildings at Pich Corralche and Xcanaheleb (George F. and Geraldine D. Andrews 
Papers, Folder 5-4, Letter to Paul Gendrop dated 5/18/83). Jennifer von Schwerin’s 
(2011: 282, fig. 14) recent reconstruction drawing of Temple 22 at Copan in Honduras 
has a similar combination of corner masks and an open mouth doorway. I was able to 
locate a few large teeth in the rubble that would support these hypotheses. 
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In 1993, Pérez de Heredia completed the excavation of the zoomorphic facade 
framing the unfinished rooms on the second level. He proposed a reconstruction similar 
to Pollock and Andrews, agreeing that the design of the entrance to Room 21 in the 
Manos Rojas was once an open-mouthed zoomorphic mask flanked by additional stacked 
masks with serpentine bodies (Fig. 77) (Pérez de Heredia 1998: fig. 1.13A). While 
Pollock and Andrews do not offer much analysis, Pérez de Heredia (1998) interpreted 
this motif as a cave whose opening represents the threshold connecting the natural world 
to the underworld. Accordingly, he argued that Room 21 and Room 22 were sacred 
spaces, transformed into places within the earth. He concluded that the function of the 
Manos Rojas related to rain ritual.72  
Pérez de Heredia’s interpretation of the masks as the rain god, Chahk, 
demonstrates a type of argument frequently made when this iconographic element 
appears on architecture. To conclude that the building was a ceremonial structure used for 
rain rituals is to overlook the rest of the imagery associated with this structure, including 
the interior decoration—in the form of carved jambs—and the hieroglyphic text. While 
Pérez de Heredia was working on the upper level of the Manos Rojas in 1991 and 1992 
he uncovered four large stone sculptures missed by Stephens and Catherwood, one 
                                                
72 Following this line of reasoning, Pérez de Heredia further hypothesizes that the larger function of the 
Manos Rojas is for rain rituals (1998: page). He bases his theory on the combination of the cave and the red 
handprints in the two rooms below. The handprints, smaller than those of the average adult, are probably 
the hands of children. Together, he draws a connection to the Cha Chahk ceremony, a Yucatecan ritual 
asking for rain, during which children crouch down to make the sound of frogs heard around the peninsula 
when it rains. While the relationship between this image and rain is possible, Pérez de Heredia’s proposal 
that there is a connection to the Cha Chahk ceremony, or a similar rain ritual, is unsubstantiated.  
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broken in half.73 At least two of the stones are doorjambs and all of them are architectural 
panels of some kind.74 Each of the four stones is inscribed with glyphs, two of them with 
elaborate images that mirror each other. Carrasco and Pérez de Heredia assigned each of 
the stones a number, and I will use these labels to discuss the monuments.  
While none of the architectural fragments was found in its original position (Fig. 
78),75 the mirroring of the images from Jamb 1 and Jamb 2 suggest they were once 
installed on opposite sides of the same doorway, a pattern common in the Puuc region. 
Based on this information, it seems clear that Jamb 3 is actually the lower part of Jamb 2. 
Jamb 1 has been reinstalled on the south side of the entrance to Room 21 and Jamb 3 on 
the north side. Jamb 2, which is broken, was reburied separately. 
Jamb 1 and Jamb 2 each depict two figures, one larger, standing individual 
towering over a crouched figure (Figs. 79-83). The upright figure is dressed in an 
elaborate jacket, one that has either feathers or shells covering it, and a large necklace 
with two spheres. The figure also wears a tied loincloth, ornaments around his wrists and 
knees, and sandals. His mask is an open-mouthed animal, possibly a jaguar based on the 
                                                
73 I am grateful that I received permission from the National Institute of Archaeology and History (INAH) 
in Mexico to photograph the jamb in storage and re-excavate the three additional jambs reburied at the 
Manos Rojas in 2013. The informes from Carrasco, and the thesis of Pérez de Heredia, do not include 
photographs of all these monuments, and only an illustration of Jamb 1 and the text from Jamb 3. Merle 
Greene Robertson’s rubbings are the best record of the monuments prior to this study, which produced new 
photographs and illustrations. I also owe thanks the Archaeological Project at Kabah, who supplied me with 
several workers for a week in December 2013 to assist with this task. 
74 In the 1993 season (Carrasco 1993: 2.2), Pérez de Heredia located an additional fragment of the Panel of 
the Glyphs. The project consolidated the lower block and half of Jamb 1 (the southern jamb), and the lower 
block of Jamb 2 (the northern jamb). [This must mean that they were re-installed in the building, as these 
are the portions in place today.] The project noted that the top half of the southern jambs was not 
reintegrated into the building due to its condition. It was found fragmented into seven pieces. 
75 The arrangement of the stone panels suggests the jambs were removed from their original position and 
placed where they were later uncovered during the excavation (Pérez de Heredia 1998). 
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shape of the ear and nose. The head of this individual emerges from between the jaws of 
this feline. Rising from the top of this mask helmet is a tall panache of feathers. In the 
arm closest to us the figure holds a dart thrower while he grasps a cluster of additional 
darts in his other hand.  
The figure on the ground is contorted, knees facing the edge of the panel with the 
head and shoulders facing inward. On Jamb 1, one knee is raised and both arms are bent 
at the elbow, reaching toward the knees of the standing individual. This figure wears a 
knotted head cloth, a pendant similar to that of the large figure, and a tied loincloth. He 
has no ornaments. On Jamb 2, the kneeling figure is in a more dynamic pose, reaching up 
with his left hand, possibly grabbing the darts from the larger figure. His right arm is 
shown bound with ropes. 
While redrawing Jamb 1 and Jamb 2, I observed a detail that was not part of the 
original drawings. The two kneeling figures have marks on their faces very similar to the 
main figure on the Codz Pop in the eastern sector (Fig. 84). Around the eye turned toward 
the viewer is a circle, and from that circle extends another curved line around the mouth. 
For two decades, this mark has been considered the distinguishing characteristic of the 
King of Kabah (Carrasco and Pérez de Heredia 1996). The resemblance can be seen in 
the comparison with a detail from the Room 21 jambs from the Codz Pop. 
 Facial marking among the Maya is recorded in both Precolumbian images and in 
contact period documents. The marks were likely created through a combination of 
painting, tattooing, or scarification. Stuart (1988) has also argued that the images in some 
Maya art are symbolic references to blood sacrifice. A number of sculptures from Jaina, 
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Campeche (Fig. 85a,b) show repeated dots and lines around one side of the face or in a 
symmetrical pattern (see Schele 1997 for additional examples). Additionally, if one looks 
at the record of body decoration in Maya art, the variation and the detailed attention to 
color implies body marking is either tattooed or painted. Looking at the stucco fragments 
of heads from Uxmal (Fig. 85c), as well as on the face of a stone figure known as the 
Reina de Uxmal (Fig. 85d), one can observe this rich color in the body painting. Colonial 
sources also record the practice of body tattooing in the Yucatán (see Caplan 2000, Landa 
1865: 121-122, Sinclair 1909). Though there are several hundred years that separate the 
Terminal Classic and the Contact period, it must be considered a viable form of body 
decoration as well. Regardless of how it was done, there does seem to be some 
connection between marking the face and personal identity. 
In previous analyses of the King of Kabah’s face the distinctive mark has often 
been referred to as scarification (Ligorred 1993, Carrasco 1994). Ligorred and Carrasco’s 
identification of the marks as scarification, as opposed to tattooing or body painting, is 
based on the treatment of the marking as small, raised dots, recalling the type of effect 
produced by keloid scarring. The raised dots appear both on the architectural sculpture as 
well as the carved jambs from Rooms 1 and 21 of the Codz Pop. However, all the 
examples of facial marking at Kabah are in stone. A raised mark would make it most 
visible on the architectural sculpture, creating a shadow. This is especially the case for 
the life-sized stone figures on the eastern facade of the Codz Pop, which were installed 
more than three meters above the ground.  
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I want to draw attention once again to Jamb 1 and Jamb 2 before moving on to 
Jamb 4 and the Panel of Glyphs. Both figures are unusually slim compared to other 
examples of figures at Kabah and other figures in the Puuc region (compare to Fig. 138). 
The costume of the standing individual in both images is also unusual for this area. The 
L-shaped text near the top of each jamb would probably assist with the identification of 
the figures, but its worn state has made it a challenge to decipher.  
The two lines of text that run below each image on Jamb 1 and Jamb 2 are nearly 
identical texts and in a better state of preservation. Peter Keeler and Bob Wald (personal 
communication) have translated them as:   
yu xul // u + xok - // nah  // ya + OTOOT + ti  // 7 + ?yo? + ?head? + ta - // 
it  is  carved  //  the  counting  -­  //  house    //  (which  is)  the  house  of  //      7  +  ?yo?  +  ?head?  +  ta  -­  // 
aj + ja + wa // u + ts' + ba + li //  ya + OTOOT //  # + # + ?aj? 
ajaw    //  it  is  the  writing  of/on  //  the  house  of    //    #  +  #  +  ?aj 
It appears to be a standard dedicatory expression, which refers to the Manos Rojas as the 
“counting house.” Grube (2003: 351, fig. 8) offers a slight variation, translating xoknah 
as “reading house.” It is visually interesting to note in the final glyph on the top row that 
a line of dots circle around the mouth on the final head variant under the number 7. 
The other stones, Jamb 4 and the Panel of the Glyphs, are not carved with images. 
Jamb 4 is a large slab of stone with hieroglyphs in two large rows toward the bottom (Fig. 
86). Their condition is rather poor and I do not have a decipherment. The Panel of the 
Glyphs is now in storage (Fig. 87). There is no published transcription; however, project 
epigrapher Philip Galeev is working on one.  
 113 
With the exception of Jamb 1 and the lower portion of Jamb 2 (Carrasco and 
Pérez de Heredia’s Jamb 3), little architectural sculpture was placed back on the building. 
The field report (Carrasco 1993a) states that only two pieces of the serpent body were 
added, as well as a few mask pieces. The project was focused on excavation and 
interpretation, not restoration. A comparison between Carnegie Institution of Washington 
photos from Pollock’s work in the 1930s confirms how little was done between then and 
my 2012 photos (Fig. 88). It is possible the restoration was kept to a minimum because 
there were plans for a 1994 season (Carrasco 1993a), although it never happened. Since 
Pérez de Heredia’s work at the Manos Rojas, no more work has been undertaken on this 
structure. While the building was going to be opened to the public, there was not enough 
funding for security and maintenance for this far western portion of the site. My 2013 
project, during which we re-excavated the sculptural fragments in order to better 
document them, is the only intervention or study since the early 1990s. 
2A1 (Mirador), 2A2, and 2A3: Dos Altos Group 
Directly south of Structure 1A1 and Structure 1A2, sharing a large platform, is the 
Dos Altos Group. Structures 2A1, 2A2, and 2A4 are located along three sides of a square 
plaza (Fig. 89). A long, narrow platform, paired with a smaller square platform, occupies 
the fourth side. Scattered pieces of architectural sculpture, whose origins are not clear, are 
spread along the surface of the long platform. Among them, I located an unusual stone 
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head not associated with any of the buildings (Fig. 90).76 Based on the rectangular shape 
of the jaw, which narrows and turns slightly upward toward the end, and the position of 
the eyes on opposite sides of the head, it is likely a serpent or a reptile. A small protrusion 
can be noted above its left eye, and curls behind each one. The palate of the mouth is also 
curved, and a pointy tooth projects from one side. 
Structure 2A1: Mirador 
Opposite the low platform is the largest and most elaborately decorated of the 
three buildings, 2A1, also known as the Mirador.77 Like the Manos Rojas and Structure 
1A2 to its immediate south, this two-story structure faces east toward the central sector of 
the site (Fig. 91). Seventeen doors lead to 21 rooms. Room 9, entered through Room 8 on 
the main floor of the northern side of the building, retains part of its painted walls. Inside 
this room is the third example of red handprints at Kabah.78 At the Manos Rojas, the 
painted handprints in Room 4 and Room 5 were partially concealed by the stairs to the 
second level. Room 9 of the Mirador is similarly concealed behind Room 8. Unlike the 
Manos Rojas, there are other marking in this room, including the signatures of Teobert 
Maler and Amyé from the last quarter of the 19th century (Fig. 92).  
The majority of the architectural sculpture has fallen from this structure (Fig. 93). 
However, the variety of elements in the rubble and the impressive decoration in place on 
                                                
76 I had not seen a reference to this sculpture in any documentation of the site prior to coming across it in 
person. It is a rather small size (one person could carry it) meaning it could be moved easily. For that 
reason, I make no assumptions this is its primary context. 
77 Mirador translates to Lookout in English. The height of this two-story structure indeed provides a clear 
view of all of Kabah and the surrounding Puuc region. 
78 The other two places at Kabah with red handprints are the Arch (1B2) in the central sector and the 
Manos Rojas (1A2). 
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the southeastern corner suggest this structure was as intricately decorated as the Manos 
Rojas and the Codz Pop. A look at Maler’s photograph from the turn of the 19th century 
shows one-half of the masks on the southwest corner of the frieze (Fig. 94). Among the 
fallen elements are human figures in bas-relief, geometric designs—some not seen 
elsewhere at the site—and masks. The majority of these elements appear to have fallen 
from the frieze, or the upper wall zone of the lower level (Fig. 95 and Fig. 96). Maler’s 
photo of the loose architectural sculpture from the east facade of this structure, which he 
calls by the name Dsalkabilkik / Dsal-kabil-kik, also shows the various moldings, the 
stone with the human figure, and additional fragments of architectural masks. To the right 
of center is a feathered eyebrow.  
Unfortunately, without excavation, proposing any reconstruction would be 
hypothetical. The only portion of the building intact are the stones on the southeastern 
corner, which were certainly masks, their elaborate earflares still affixed to the wall. 
There is also a clue that this building is not just a replica of another one. Short, engaged 
columns are wedged between the mat pattern and the earflares. It is an unusual element at 
Kabah, as are the stubbier columns along the base of the projecting frieze. 
Only one freestanding monument is associated with the Mirador. Altar 11 was 
found at the foot of the stairs on the eastern side of the structure (Pollock 1980: 203, fig. 
382c). It is an uncarved drum altar, approximately .62 m according to Pollock (1980: 
203), tapered toward the bottom. 
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Structure 2A2 
Structure 2A2, the northern boundary of the Dos Altos group court, is 
considerably smaller than the Mirador. It contains just six rooms accessible through three 
doorways. Today the facade is unremarkable, but Pollock (1980: 168) noted fallen mask 
elements in the debris, many of which I was able to locate (Fig. 97). Due to their 
scattered condition, their location on the building is uncertain. I draw attention to this 
structure not for the external design—although there certainly was one—but because the 
inside of this building was decorated with stucco sculpture. Catherwood first illustrated 
the sculpture at the east end of Room 3 (Fig. 98a), the entrance into Room 5. Stephens 
described the stucco image as brightly painted double-headed eagles, and suggested that 
it was likely mirrored on the opposite walls of Room 3. Pollock’s photograph from the 
1930s shows what little remained in the early 20th century (Fig. 98b,c). By the time 
Andrews was at the site, only fragments remained on one end, and the second wall was 
collapsed. In 2013, when I visited the structure, no remains of this stucco sculpture were 
visible (Fig. 98d).  
Structure 2A3 
The final building in the Dos Altos group, Structure 2A3, is an unassuming 
building to the south. Like the rest of this group, it is in poor condition, as the 
archaeological work has been limited to consolidation (Fig. 99). Neither Pollock nor 
Andrews had much to say about this single story, six room building, although both noted 
that the three rooms on the southern side were once a single space, later divided. What 
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makes this structure significant is that Stephens and Catherwood removed a set of carved 
stone jambs from 2A3. The two sculpted jambs from the entrance to Room 3 are now 
located in the Natural Museum of American History (Fig. 100).79  
Stephens noted that each jamb was built from two stones, a feature evident in 
Catherwood’s drawings (Stephens 183, Vol 1: 412), which appear to be the basis for the 
illustrations included in Pollock. Although no excavation projects have been carried out 
at Structure 2A3, Carrasco and Pérez de Heredia mentioned the jambs in their 1993 paper 
on the series of rulers from Kabah. Based on the jambs from Structure 2A3, and 
Andrews’ designation of nearby Structure 2A1, the Mirador, as Classic Mosaic Style, the 
authors assigned the dates of 830-1000 CE to this group. However, there is little 
information to go on, and therefore the date is only confirmed by comparisons of these 
Kabah buildings with structures of similar style for which other types of chronological 
evidence exists.  
Like the doorjambs from the second story of Manos Rojas, the jambs from 2A3 
are almost, but not quite, mirror images. Also similar to the Manos Rojas jambs, glyphic 
inscriptions are located beneath the figural panels. In a third way we can draw 
comparisons with the Manos Rojas Jamb 1 and Jamb 2: each image is a large, upright 
figure towering over a kneeling figure. Unlike the other set of jambs from the western 
sector, however, the kneeling figure is not bound. Instead, the act of supplication seems 
to show reverence. 
                                                
79 This pair of carved jambs were the last items removed from the site, as Stephens fell ill and did not 
return to Kabah. 
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Two-thirds of the frame is filled by the standing figure and his elaborate feathered 
headdress and backrack. In the east and west jamb, this figure wears two different 
headdresses. 80  On the east jamb, a long nosed mask surmounts the individual’s head. On 
the west jamb, a woven pill-box type headdress is in its place. Both figures wear the same 
object around their necks, to which I want to draw attention. The asymmetrical scarf, one 
side plaited and the other either knotted or beaded, appears again on the Room 1 
doorjambs from the Codz Pop during various rituals of rulership. The single raised hands 
held over the heads of the supplicant suggest some sort of ritual or ordainment. The 
kneeling figures, one with a single knee raised (the east jamb) and the other with both 
knees down (the west jamb), each hold up a different weapon. The two kneeling figures 
also wear distinctive headdresses, on the eastern jamb a round, possibly feathered helmet, 
and on the western jamb a bird. The glyphs below the scene are not deciphered and 
possibly pseudo glyphs, or images that look like glyphs but were not intended to be read. 
Carrasco and Pérez de Heredia (1996) named the principal figure Ruler II, and 
equate his headdress of plumes to GI, a god often associated with Palenque. They also 
call the kneeling person a prisoner. However, I do not see any reason to believe he has 
been captured or is being held against his will. Instead, it looks like he is receiving 
approval from the principal figure. Although, I suggest he is still subordinate.  
                                                
80 I use the designations “east” and “west” as Pollock does to separate the jambs from 2A3. However, we 
have no record of which side of the doorway each came from—and we are uncertain if they actually came 
from Room 3. 
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1A3-1A6: Grupo Temprano 
Before moving on to the eastern sector, I want to make note of a much smaller, 
and earlier, group to the west of the pyramid (Fig. 101). The furthest east of these western 
groups, Grupo Temprano, or the Early Group, is located at the foot of the hill supporting 
the Manos Rojas. One of the few groups not located on the natural rise, this architectural 
group is closer in date to the central sector, largely based on the architectural style (Fig. 
102). According to Andrews’ architectural scheme, Structure 1A4 is Puuc Colonnette, 
and the remaining four structures, 1A3, 1A5, and 1A6 are Early Puuc. It was excavated 
and consolidated between 2004 and 2005 by the INAH project under the direction of 
Lourdes Toscano.  
I will not go into detail on the buildings themselves, as none of them is 
ornamented with architectural sculpture and there is no known freestanding sculpture. 
Compared to the other buildings in the Western sector, they are, in fact, quite plain. 
However, of artistic note is a cache located near the entrance to Structure 1A4 that 
contained an interesting carved shell (Fig. 103). The shell depicts a single figure with a 
large feathered headdress. In his left hand, he holds three darts, and in his raised right 
hand the dart thrower. The object has led to the hypothesis that the Itza from Central 
Mexico came to Kabah, based principally on the presence of this weapon, described as an 
atlatl, and the fuzzy ornaments around the knee and ankle (Toscano 2005). 81 However, 
there is nothing concrete to suggest this image is from outside the Puuc area. And, if it 
                                                
81The use of the term dart in place of the more common atlatl is intentional. As Slater (2011) points out, the 
object is a dart, and the term atlatl is Nahuatl, and thus immediately brings up associations with Central 
Mexico.  
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were, it might have been included in the cache as a trade item or elite gifting. There is an 
element in the design similar to another artistic convention at Kabah. The thick, curling 
lines around the ankles and body of this figure are reminiscent of the design used behind 
the figures on the lower panels of the Room 21 doorjambs at the Codz Pop in the eastern 
sector (see Fig. 138). 
MAJOR ARCHITECTURAL FEATURES: EAST 
The eastern sector of Kabah is comprised of two separate building groups: the 
Temple of the Columns (1C1) and the East Group, which can be further divided into the 
Palace Group (2C1-2C4) and the Codz Pop Group (2B1-2B3, 2C5 and 2C6) (Fig. 104). A 
photo taken by Maler in 1887 shows the eastern group from the area between the Great 
Pyramid and the Quadrangle when the road was no more than a footpath (Fig. 105). 
Chopped for agricultural purposes, this is a view like Stephens and Catherwood would 
have had just 50 years prior to Maler’s visit. All four major INAH projects from past 75 
years have worked on some, or all, of the eastern sector.82 Its early notoriety in the mid-
19th century, visibility from the modern road and parking lot, and relatively good 
preservation, are responsible factors.  
The majority of the major buildings east of the Great Pyramid are part of the East 
Group. Following the design of the rest of Kabah, the platform is built into a natural rise 
of the landscape. Structure 2C2, the Palace, and Structure 2C6, the Codz Pop, are 
                                                
82 The directors and years for the major INAH archaeological projects at Kabah are: Raúl Pavón Abreu, 
1951; Ponciano Salazar Ortegón, 1952–1953; Ramón Carrasco Vargas, 1990–1993; Lourdes Toscano 
Hernández, 2001–present day. 
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oriented toward the central portion of the site. Like the Dos Altos group, they are 
organized around courtyards that are open on the west sides, allowing for a line of sight 
between not only the East Group and the central sector, but also between the East Group 
and the West Group.  
The excavations in the 1950s focused on the Codz Pop Group. Carrasco’s project 
in the early 1990s expanded research to all five structures in the Palace Group, providing 
a construction sequence on this platform (Ligorred 1993: 155). The earliest was Structure 
2C1, followed by Structure 2C3, or Teocalli, the lower portion of Structure 2C8, and 
Structure 2C2, or the Palace. Finally, Structure 2C4 was added along with the upper level 
of Structure 2C8. Based on the ceramic data and later architectural styles, Structure 2C4 
and the upper level of Structure 2C8 was dated to the Postclassic (Ligorred 1993). While 
the project tried to determine the original shape of the plaza itself, they were 
unsuccessful. From the fragments of information they inferred the existence of a 
rectangular platform, above which were constructed some Early Classic and probably 
Preclassic buildings (Ligorred 1993). Some of these now destroyed structures were 
probably contemporary to the central core. As Ligorred (1993: 159) points out, the East 
Group is unique at the site, as it shows the evolution of Puuc architectural style in a single 
location. 
The largest structures from the so-called Palace Group, Structure 2C2, Structure 
2C3, and Structure 2C4, form three sides of a courtyard. In the center of the courtyard is a 
small radial platform, surrounded by multiple chultuns. The fourth side of the courtyard 
has two smaller structures—the one to the north in ruins and the one to the south 
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Postclassic—on either side of the stairs that lead up to the courtyard from the ground 
level. Adjacent to the northern edge of the platform for the East Group is the recently 
excavated royal kitchen (Toscano 2011a).  
One final structure is within the eastern sector but not part of the East Group. 
Structure 1C1, along with a few scattered buildings, represents the easternmost 
monumental architecture of the site’s core. As noted for the building groups on the 
western edge, the main doorways and stairs of these structures, too, face the Great 
Pyramid at the center of the site. 
1C1: Temple of the Columns 
Structure 1C1 is known as the Temple of the Columns. It is a long, range-type 
building with five rooms, all with access from the western facade, which faces the central 
group (Fig. 106). Maler’s photographs from 1887 record the condition of the building 
(1997: figs. 78-81). Since the late 19th century, much of the southern end of the eastern 
facade has fallen, as have portions of the western facade. As for architectural style, the 
building is a model example of Andrews’ Colonnette phase, known for its use of the 
small, engaged columns. The basal molding is a continuous line of short colonnettes 
bordered on either side by plain bands of stone. The lower wall zone is smooth, and the 
frieze above a plain medial molding is filled with columns wedged between two bands of 
short colonnettes, similar to the basal molding. Stephens and Catherwood also visited the 
Temple of the Columns. In an early image, the sections of three engaged columns in 
place, with large spaces in between, is visible (Stephens 1843 Vol 1: plate opposite 398). 
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Little excavation has taken place at this group. Toscano carried out maintenance work in 
2002 and her survey crew was working there in 2012.  
2C1-2C4: Palace Group 
As mentioned in the introduction to this section, all of the buildings associated 
with the Palace Group face inward toward the low, radial platform in the center of the 
court (Fig. 107). The presence of so many chultuns carved into the supporting platform 
has led to its identification as a residence. The recent discovery of a large kitchen along 
almost the entire northern edge of the platform further supports this hypothesis. In 
addition, there are access stairs on all four sides of this platform, including a “back” 
access the Codz Pop from the western side of the Teocalli (2C3). The two largest 
structures, Structure 2C2 and Structure 2C3, have over 30 rooms each. However, the 
presence of altars suggests a multi-purpose space. Two altars were located with this 
group: one near the low radial platform in the center, and a second at the base of the 
western stairs. 
Structure 2C1 
Structure 2C1 on the north side of the East Group is a one story U-shaped 
building with twelve rooms, excavated and consolidated in 1991. In Structure 2C1, the 
rear wall of Room 8 has a rosette carved in stone. Carrasco and Pérez de Heredia (1996) 
proposed this image might symbolize the dynasty at Kabah. Yet it seems unlikely, since 
this symbol is found at many sites in an architectural context. 
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In Andrews’ system, Structure 2C1 is Early Puuc style. The main facade 
decoration is columns. Yet the ceramic data collected by Carrasco suggest a wider range 
of dates. Carrasco’s project (1993a) reported Cehpech ceramics with Terminal Classic 
dates (800-1000 CE), equivalent to Brainerd’s (1953) Florescent period (750-1000 CE). 
In addition to the Cehpech ceramics, there was also earlier material from Motul complex 
(600-800 CE) and Tihosuco (600-300 BCE). Countless ceramic sherds still await 
analysis. Hopefully at some point in the future a nuanced ceramic sequence can be 
developed for Kabah, as discussed in Chapter 2.  
Structure 2C3: Teocalli 
Structure 2C3, also known as Teocalli, faces north toward Structure 2C1 and the 
kitchen (Fig. 108). It is a two-story building with 20 rooms on the lower level and 16 
rooms on the upper level. Stephens (1843, Vol 1: 389) labeled this structure as Casa 2, 
and believed it might have been the most imposing building at the site due to its large, 
almost square, base measuring 52 by 34 meters. It is also early, representing the transition 
between Early Puuc and Colonnette style (Carrasco et al., 1992; Ligorred 1993: 156). In 
Andrews’ system (George F. and Geraldine D. Andrews Papers, 1978 notes; 1990: 17) 
this structure is classified as Puuc Intermediate Style because it lacks the cut-stone 
decorative forms present in both the Colonnette and Mosaic styles. While the upper level 
was fallen at the time of Pollock’s and Andrews’ visits, work on the upper level of this 
structure was completed in 2013 under the direction of Lourdes Toscano. 
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Structure 2C2: Palace 
Structure 2C2, known as the Palace, falls into Andrews’ Classic Puuc style, which 
suggest it could be later than 2C3 (Carrasco et al., 1992; Pollock 1980). The roof comb 
runs from north to south, parallel to the roof comb of the Codz Pop (Fig. 109). Similarly, 
the designs are stepped frets (grecas escalonadas) and pilasters, with a molding. The 
repetition of the three column groups in the upper wall zone might be referencing the 
design on the Temple of the Columns, Structure 1C1, in the same way there are design 
parallels between Structure 1A1 (Manos Rojas) and Structure 1A2. The Temple of the 
Columns is also parallel to the Palace and the Codz Pop.  
The Palace has painting and graffiti on its interior walls. In the early 20th century, 
Pollock recorded graffiti on the north wall of Room 14 or 15 (1980: 180, fig. 350). If it 
were a sailing vessel, as he described, it would be a later addition. Another example was 
overlooked by Pollock in Room 24, or it was already so deteriorated it was no longer 
visible. Karl Herbert Mayer (2000) reports on a monochromatic wall painting from this 
room copied by Leon Rosny in 1869 (Fig. 110). It is an anthropomorphic figure, with 
supernatural qualities such as the swirl in his eye, holding a snake, surrounded by 
hieroglyphs.  
Structure 2C4 
The latest structure of the Palace Group is Structure 2C4 on the southern end of 
the western side of the courtyard. It is not symmetrical as the other structures are, and is 
devoid of architectural sculpture, causing Ligorred to identify it as late and anomalous 
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(1993: 157) and Andrews to placed it in the Postclassic (1990:17). Structure 2C4 was part 
of the 1991 consolidation, at which time Ligorred was exploring the platform. Ligorred 
points out that an earlier building was destroyed in order for Structure 2C4 to be 
constructed, but the earlier building’s characteristics are unknown (Ligorred 1993: 158). 
Stephens (1843, Vol 1: 395) referred to Structure 2C4 as the kitchen; this is probably 
because he was only using it as a kitchen during his stay at the site.  
2B1-2B3, 2C5 and 2C6: Codz Pop Group 
Structure 2C6, better known as the Codz Pop, is positioned on a large platform 
adjacent to, and extending from, the East Group (see Fig. 3). The platform also takes 
advantage of a natural rise in the landscape. This same platform supports four other 
structures: Structure 2B1, Structure 2B2, Structure 2B3, and Structure 2C5. Small stairs 
opposite the western facade of the Teocalli ascend the adjoining platform on which sits 
the Codz Pop. This “rear” entrance leads up to the central doorway of Room 21 on the 
eastern side (Fig. 111). The platform is relatively narrow on this side and the interaction 
more intimate. The main stairs to access the Codz Pop are located on the western side, 
opposite the previously mentioned buildings. It is from this angle that you can sense the 
full monumentality of the structure. In front of the western facade is a hieroglyphic 
platform and a large, covered chultun for water storage.  
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Structure 2C6: Codz Pop 
The Codz Pop is set back to the eastern edge of the large platform, further raised 
on its own sub-platform, approximately 3 meters high. This building falls into Andrews’ 
Puuc Mosaic style. The Codz Pop is a 26 room structure built around a solid central core 
(Fig. 112).83 Five pairs of rooms are even spaced along the western side. It remains the 
only Puuc building known to have both lower and upper exterior walls filled with 
sculptured forms.  
Pollock (1980: 185) proposed that the massive core was built to support a future 
second story, however there is no evidence to support this claim. The roof comb, which 
spans the length of the structure, running north to south, was added by the second stage of 
construction (Toscano 2009), further suggesting that if there was a plan to construct a 
second story, it was quickly abandoned. The next chapter explores the archeological and 
architectural history of this structure in detail, as well as discusses previous, and current, 
interpretations. Instead of duplicating that information here, I will focus on related 
architecture to provide greater context. 
Structure 2B2: Hieroglyphic Platform 
Structure 2B2 is the small platform aligned with the central doorway on the 
western side of the Codz Pop (Fig. 113). The Hieroglyphic Platform, also known as the 
Hieroglyphic Altar or Structure D, is a low, four-sided structure, faced with two courses 
                                                
83 The plan still indicates 27. As will be explained in the next chapter, recent excavations discovered that 
what was believed to be Room 1 and Room 2 are a single enclosed space. 
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of stones carved with hieroglyphs.84 Only about half of the original blocks remain on the 
monument; the rest lie scattered in the rubble, unknown to most.  
The structure visible at the site today is a reconstruction. Some of the blocks are 
likely in their proper place, but others clearly are not. Early photographs taken by the 
Carnegie Institution of Washington and Harry Pollock show its condition prior to 1950s, 
when work on the disordered Hieroglyphic Platform began (Fig. 114). In 1951, INAH 
archaeologist Raúl Pavón Abreu recorded the state of the monument during his work on 
the Codz Pop (1951a, 1951b). His report notes that they found this platform destroyed, 
carved stones from the structure were strewn in all directions (Fig. 115). Pavón suggests 
the mess resulted from what looked like a dynamite explosion (1951a), although it is 
possible that the stones were deliberately disassembled in the ancient or more recent 
past.85 There is evidence that the Hieroglyphic Platform was at least partially destroyed 
prior to the 20th century. It is mentioned in passing by John Lloyd Stephens, who 
remarked, “Mr. Catherwood made drawings of these [hieroglyphic stones] as they lay 
scattered about, but, as I cannot present them in the order in which they stood, they are 
omitted altogether” (Stephens 1843. Vol 1: 388). 
                                                
84 Its original use is unknown, although as I will speculate in the following chapter, I do not believe it was 
an altar in the sense that it was used for offerings, but rather a small stage. For this reason, I have chosen to 
use the term platform or structure. 
85 “Se encontraba totalmente destruido. Pudiéndose observar que había sido explorado no científicamente, 
incluso usando explosivos por lo que las piedras con jeroglíficos se encontraban diseminados en toda el 
área de dicha plaza” (Pavón 1951a). 
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Pavón and his team reset the blocks the best they could. The structure visible 
today is the product of their work.86 The blocks not reset on the monument were grouped 
together and placed face down nearby. Their aim was clear; the INAH report explicitly 
states that the project hoped this action would preserve the carved stones for future 
scholars (Pavón 1951a). Without a doubt, their work protected stones from looters, and 
slowed the inevitable erosion. 
The physical relationship between the Hieroglyphic Platform and the Codz Pop is 
key to the analysis of the Codz Pop. Further analysis of the structure and its text is 
presented in the following chapter. Images of the stones both on and off the monument 
are included in the Appendix. 
Structure 2B1, Structure 2B3 and Structure 2C5 
Although Structures 2B1, 2B3, and 2C5 currently have no associated art, I choose 
to include them because they share the westernmost part of the eastern platform with the 
Codz Pop. Structure 2C5 and Structure 2B1 are small. In fact, Structure 2B1 is less a 
building and more an architectural feature, as it does not appear to have been enclosed. 
Proskouriakoff does not include it in her reconstruction drawing (see Fig. 128). It is not 
positioned in relation to the axis of any other building on the platform, nor the stairs, and 
the possible function of this structure is unclear. Structure 2C5 is parallel to the northern 
edge of the platform, the doorways of its five rooms facing the hieroglyphic platform and 
chultuns in the center, and the large Structure 2B3 opposite. 
                                                
86 In 1984, some of the glyph blocks were re-cemented in a continued effort to “restore” the stones on the 
structure (See: INAH notes Kabah 1984, Brigada de Salvamento, Ricardo Velazquez Valadez). 
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Structure 2B3, in contrast, is a massive building, extending from the southern 
edge of the large platform (Fig. 116). The facing stones are mostly fallen, but the central 
stairway on the northern side is visible as a mound of rubble. The eight room building 
surmounting the solid structure provides the only interior space, reached by the relatively 
narrow stairway on the northern side. From the top of Structure 2B3, one is looking at the 
frieze and the roof comb of the Codz Pop. The height of this structure, and the small 
building on top, suggests a restrictive, probably religious or highly secretive or private, 
function. Gustavo Novelo (personal communication) suggests an earlier date for 
Structure 2B3 than the Codz Pop, as he found stones beneath the Codz Pop that might 
come from an earlier platform for this building that might have been contemporaneous 
with Structure 2B3. 
SUMMARY 
In this chapter on the art and architecture at Kabah I was able to point out several 
important practices related to the planning of the site. First, all of the architecture in the 
core of the city faces the central sector. Major building groups, while often arranged 
around courtyards in the eastern and western sectors, are oriented toward the north-south 
axis. I suggested that the art and architectural sculpture associated with the central sector 
does not follow the same pattern as that in the eastern and western sectors. The focus on 
carved altars, and not ornamented architecture, might be due in part to the earlier date. I 
also proposed that the central sector could be functionally different, an idea reinforced by 
the appearance of two pyramids. Moreover, I highlighted the continuity in building 
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design among the separate building groups. In the west, the Manos Rojas and Structure 
1A2 were physically connected by a platform and building design, as is the group directly 
to the south, the Dos Altos Group. Similarly, the East Group is visually united by the 
shared roof comb and physically connected by the extended platform, and the design of 
the Temple of the Columns might also visually connect to the Palace in the East Group. 
Furthermore, my summary provides the first overview of the history of archaeological 
excavation at Kabah, bringing together the historic data from Kabah in addition to the 






Chapter 5: Iconography of the Codz Pop 
INTRODUCTION 
Throughout this dissertation, I have argued that a multi-level approach to the 
study of Puuc architectural sculpture—that is, one that examines it at the regional, site, 
and building level—can inform current debates on the local sociopolitical structure. The 
iconographic analysis of Puuc architectural sculpture undertaken in Chapter 3 and 
Chapter 4 confirmed that both mythological and historical components were integrated in 
the complex facade designs. Moreover, I demonstrated that the selection and placement 
of the iconographic elements was determined by a system that allowed for modifications 
within its limits. As the greatest variation in design is evident on the principal site 
buildings, and those same structures are more likely to incorporate historical images, I 
proposed that through these structures we could study the articulation of rulership in the 
Puuc region.  
In this chapter, I turn my attention to a single example at Kabah in order to test 
my hypothesis. In the overview of architecture at Kabah, I identified three structures 
whose use of sculpture set them apart not only from the rest of the architecture at the site, 
but also from each other. All of those buildings, the Manos Rojas (1A1), the Mirador 
(2A1), and the Codz Pop (2C6), merit further examination. However, of the three, the 
Codz Pop is the only one that has been fully excavated and continuously documented 
since the mid-19th century. For these reasons, I will devote the final two chapters to its 
analysis. An in-depth look at a single structure, arguably among the most complex built 
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by the ancient Maya, will explore the dynamic interplay between architecture and 
political authority.  
My objective is to analyze the Codz Pop as it was during its final stage of 
construction around the end of the 9th century, focusing on the architectural sculpture 
both inside and outside the building. As the structure has changed over time, due to 
natural degradation as well as human intervention, it is necessary to begin with a 
historiography of the Codz Pop. The following summary of the documentation and 
excavation of the structure from the mid-1800s to the present day allows me to trace how 
the history of structural deterioration and collapse and the archaeological interventions 
shaped the present day structure, including the construction sequence of the Codz Pop, 
thus permitting me to study the final construction phase. Using this material, I assess the 
Codz Pop as a complete structure for the first time. 
HISTORIOGRAPHY OF THE CODZ POP 
Kabah is embedded in the ethnohistoric sources and oral tradition of Yucatán. It is 
mentioned in the colonial period Chilam Balam (Hoil and Roys 1967) and is part of a 
local legend that tells of a dwarf from Kabah who built the Pyramid of the Magician at 
Uxmal. When Stephens and Catherwood arrived, the land where the archaeological site is 
located was used for farming (Stephens 1843, Vol 1: 384), and likely had been in 
constant use in some capacity since Precolumbian times. Kabah was never a lost city, and 
the Codz Pop was probably always part of the local consciousness. Stephens’ 1843 
publication brought it to the attention of the rest of the world. Since this time, various 
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explorers, architects, and archaeologists have assembled an extensive record. While this 
record covers only a small part of the 1200 years of its existence, it provides a 
considerable look into the building’s history, documenting not only natural deterioration 
but also human interventions. Over the past 100 years, there has been an increase in 
architectural consolidation, restoration, and reconstruction.87 Since the early 1950s, 
systematic excavations have added depth to our knowledge of the Codz Pop. Starting in 
the first half of the 20th century, INAH began documenting the condition of the structure. 
Most of its efforts concentrated on consolidation and restoration and focused on the 
exposed western facade. By the second half of the 20th century, the first large-scale 
excavations began at the Codz Pop. They, too, were concentrated on the western facade 
and the hieroglyphic platform directly in front of it. The two successive INAH projects 
lasting from 1951-53, directed by Raul Pavón Abreu and Ponciano Salazar Ortegón, 
offered expanded interpretations of the meaning of the building’s iconography. Between 
1953 and 1990, there was little archaeological work at site of Kabah, and nothing related 
to the Codz Pop. In 1991, INAH excavations resumed under the direction of Ramón 
                                                
87 The three terms, consolidation, restoration, and reconstruction, while related in meaning, have very 
different connotations when used in an archaeological context. Consolidation refers to preserving a 
building in the state in which it exists when the archaeological project occurs—typically limited to 
stabilizing the structure and its associated elements as they are found in order to prevent future loss. 
Restoration is the process of returning elements to their original locations, but doing so only insofar as 
careful recording and analysis of archaeological context permits this to be determined with certainty. 
Reconstruction, on the other hand, involves some guesswork regarding the original appearance of the 
building, and typically involve reuse of original elements without firm contextual evidence for their proper 
placement, reuse of original elements that may have come from other structures, or the use of newly 
fabricated elements. More complete reconstruction of this type is often viewed negatively, as this practice 
offers a false sense of the past, or in some instances creates a “new” past. The argument for reconstruction, 
however, is that it allows for visitors to Maya sites to experience the structure closer to what is estimated to 
have been its original state. Prior to the development of systematic archaeology, especially in the Puuc 
region, restoration was common. This practice is one of the primary reasons it is necessary to compile a 
historiography for this and similar projects, tracing not only its ancient history, but its modern one as well.  
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Carrasco Vargas. Carrasco continued work on the western facade, but more importantly, 
excavated the collapsed rubble from the eastern facade, as well as portions of the 
northern and southern facades. Following the dissolution of Carrasco’s project, there was 
once again a lull in work at the Codz Pop until the most recent excavations began under 
the direction of Lourdes Toscano Hernández in 2006. It is with the aid of this cumulative 
record, summarized below, that I have generated a description of the building and its 
architectural sculpture during its final phase of use. 
1841-early 1900s: Explorers and Photographers 
The earliest descriptions and images of the Codz Pop appear in John Lloyd 
Stephens’ 1843 text, Incidents of Travel in Yucatán. In 1841, Stephens and Catherwood 
visited all of the major building groups at Kabah. The structure that seemed to spark the 
most curiosity was the Codz Pop. In the mid-19th century, the western facade, with its 
hundreds of eyes, was the only visibly intact side. Catherwood’s drawings capture the 
condition of the masks (Fig. 117). At the time of their visit, about half of the masks 
remained in their original location on the lower wall zone; an additional six were still part 
of the upper wall zone. The other three sides are conspicuously absent from 
Catherwood’s drawings. Stephens’ accompanying text clarifies why the artist did not 
produce illustrations of any views of the other facades. “The rest of the [Codz  
Pop]…was in a much more ruinous condition than that presented. At both ends the wall 
had fallen, and the whole of the other front, with the roof, and the ruins filled up the 
apartments so that it was extremely difficult to make out the plan” (1843, Vol. 1: 392). 
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By 1841, other than the western section that was still standing, the remainder of the Codz 
Pop was almost completely collapsed. 
In the following years, a number of lay travelers, such as Benjamin Norman 
(1843), photographers, such as Desiré Charnay (1885),88 and archaeological explorers, 
such as Teobert Maler (1997) and Edward Thompson,89 visited the site. Included in their 
documents are the first photographs of the Codz Pop.90 The primary view captured is the 
western facade. Examining their photos over a 50-year period it is possible to see the 
building crumble as roots and rain separated the mortar from the stone (Fig. 118). 
1932-1994: Architectural Surveys 
Although there are numerous written descriptions and images of the Codz Pop 
from the late 19th and early 20th centuries—mostly of the western facade—there is little 
accompanying analysis. This trend was reversed in the 1930s when Harry Pollock began 
the first of his architectural survey trips in the Puuc region. In the previous chapters, I 
discussed the contribution of both Pollock and Andrews to our understanding of Puuc 
architecture and their involvement in the documentation of the architecture at Kabah. 
Below I expand upon their work at the Codz Pop.  
                                                
88 Charnay is best known as a photographer, but his work also includes an accompanying narrative similar 
in style to the travel writing of Stephens (1843) and Norman (1843). 
89 Thompson’s photographic archive is available through the Peabody Museum. He explored Kabah 
between 1888 and 1891. A portion of Henry Sweet’s photographs taken on an exploration with Thompson 
is included in Maudslay’s Biologia Centrali-Americana (1889). 
90 Ponciano Salazar Ortiz (1953) mentions a number of additional individuals who visited Kabah prior to 
his own archaeological work in the 1950s, including Hubert Howe Bancroft, Constantine George Rikards, 
Herbert Spinden, Thomas Athol Joyce, Juan Martínez Hernández, Salvador Toscano, Enrique Juan 
Palacios, Tatiana Proskouriakoff, Walter Krickeberg, Sylvanus G. Morley, Paul Westheim, and José A. 
Erosa Peniche. Toscano (2008) notes that Bancroft, although he described the site, did not actually visit 
Kabah. 
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Although Pollock completed his survey of Kabah prior to any major excavation, 
he was able to produce the first plan (1980: 176, fig. 338) and section (1980: 187, fig. 
358) of the Codz Pop. He also noted the variety of architectural sculpture in the rubble as 
well as on the facade (1980: 188-194). In addition, Pollock took measurements of the 
heights and thicknesses of the walls, the vaults, and recorded the dimensions of each 
accessible room. He recorded previously overlooked features such as cord holders and 
niches in interior spaces. Furthermore, Pollock continued to build the photographic 
record of the Codz Pop. His images from the first quarter of the 20th century show a 
continued decline of the building, especially the western facade, for which we have the 
most consistent series of photographs. The six architectural masks, once visible on the 
northern end of the upper wall zone had fallen by the time of his visit (Fig. 119). 
Unlike those before him, Pollock spent time documenting the eastern facade of 
the structure. Although it was almost completely obscured by the fallen stones, he was 
able to uncover several important clues about the architectural sculpture associated with 
this side of the building. He noted several unusual fragments, among them rectangular 
stones carved with feathers (1980: 194, fig. 370). Pollock also hesitantly proposed that 
two three-dimensional stone heads, one that was in the guard’s house and the other in the 
Museum of Archaeology in Mérida (Palacio Cantón), might be part of this frieze. His 
supposition was based on the writing of Gann (1924: 204, as cited in Pollock 1980: 200). 
In addition, Pollock excavated the collapse in front of the central doorway of the eastern 
facade, where he located, photographed, and reburied the doorjambs from Room 21 (Fig. 
120). Two sets of drawings of the jambs were published in his text. 
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While Pollock’s work in the Puuc region dates to the first half of the 20th century, 
the publication of the material from the Codz Pop was delayed until 1980. Prior to and 
after that time, George Andrews carried out further study on the Codz Pop. Andrews’ 
documentation of the Codz Pop began in 1971 and continued through Ramón Carrasco’s 
excavations in the early 1990s. As noted earlier, Andrews was meticulous, recording 
measurements, making calculated drawings, and taking photographs. He offers an 
interpretation of some of the iconographic elements, an area Pollock was hesitant to 
enter.91 
Andrews’ photos not only fill in the gap following Pollock’s work in the first half 
of the century, but also document Carrasco’s excavations, which are not extensively 
published.92 Equally valuable, Andrews was at Kabah after the site had been burned to 
clear the brush. He thus was able to capture photographs of the Codz Pop from the 
western sector of the site, which not only provides a clear view of the western facade of 
the structure, but also confirms its visibility from the opposite limit of the site’s 
architectural core (see Fig. 59). Moreover, Andrews, a trained architect, created an 
extensive database of descriptions and measurements.  
                                                
91 Prior to Andrews, there had been some iconographic interpretation, but focused primarily on examples at 
Uxmal. For examples see Foncerrada de Molina (1965), Hissink (1934), Seler (1917), and Spinden (1975). 
92Outside of the reports that Carrasco archived at INAH, he published little on the Codz Pop. It is the focus 
of an article in Arqueología Mexicana (1994), and included in summary of the work at Kabah (1992) and 
the Room 21 doorjambs are discussed in the summary of the rulers at Kabah (Carrasco and Pérez de 
Heredia 1996). His other publication relating to his work at Kabah focuses on the sacbé (1993b). José 
Ligorred Perramón included the results of his excavations on the Codz Pop, and analysis, in his dissertation 
(1993). More details on Ligorred Perramón’s work are included later in this chapter.  
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1927-1950: INAH Salvage and Maintence Projects 
A photo from Federico Mariscal and José Reygadas Vértiz’s (Mariscal 1928) visit 
captures the condition of the western facade in 1927, just five years prior to Pollock’s 
photograph. The upper wall zone had already collapsed. A similar loss over a short period 
was pointed out in the previous chapter on Structure 2A1. These examples are a reminder 
of how quickly architectural data can be lost. Other small-scale projects were carried out 
at Kabah during this time, such as Alberto Ruz’s aforementioned reconnaissance work 
related to the construction of Highway 261 and various explorations in the East Group, 
but the Codz Pop was left alone. 
1951-1953: Ponciano Salazar Ortegón and Raúl Pavón Abreu 
In the 1950s, the first systematic excavations of the Codz Pop were completed, 
accompanied by intensified analysis of the structure. In 1951, INAH archaeologist Raúl 
Pavón Abreu began excavation and restoration of the Codz Pop (1951a, 1951b). His work 
was followed by that of Ponciano Salazar Ortegón (1952, 1953, 1958). Like those before 
him, Salazar focused his attention on the western facade of the Codz Pop. To assist his 
consolidation and restoration efforts, Salazar turned to historical data, relying on previous 
excavation reports, plus the drawings of Catherwood (1843) and photos of Mariscal 
(1928).  
The excavations on the western side of the Codz Pop began in 1951 under the 
direction of Raúl Pavón Abreu (1951a, 1951b). Pavón restored the jambs for Rooms 2, 3, 
and 4, as well as all the masks between the base and the cornice. Starting this same year, 
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Pavón also focused considerable attention on the Hieroglyphic Platform. In his field 
report, Pavón writes that the structure in front of the western stairs of the Codz Pop was 
found totally destroyed (1951a). As previously mentioned, he remarked that explosives, 
and not anything that resembled scientific observation, were used to move the stones, 
which were disseminated all over the plaza. Pavón and his team measured, photographed, 
and made drawings of the stones they were confident were found in situ. Using those 
drawings, they reconstructed the platform as best as they could.93 Pavón noted that the 
southern side of the platform was sufficiently preserved to allow for calculating the 
height of the monument. Furthermore, on this southern side, Pavón observed what he 
referred to as non-functional steps, proposing that they were used as ornament. I will 
return to his theory later in the chapter, when I propose that the “ornamental” steps were 
at one time present on each side of the monument, and probably were functional steps. 
The excavation continued in 1952 under the direction of Ponciano Salazar 
Ortegón. Salazar was the first to study the fall patterns of the masks (1953: 140). Based 
on his observations, he replaced fifteen masks on the western facade, twelve complete 
masks and three of the partial masks that abutted doorjambs (1952: 31). In addition, 
Salazar located the steps in front of Room 11 and removed the stone from in front of 
doors 2, 3, and 4 to expose the mask steps (1952).  
                                                
93 A detailed report of Pavón’s work on the Hieroglyphic Platform is located in Chapter 4. 
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Salazar (1952, 1953) also commented on Pavón’s work from the previous year.94 
Pavón incorrectly placed two of the noses with divots as steps, when they should have 
actually been replaced above the doors (Fig. 121). While the masks on the western side of 
the Codz Pop have standardized dimensions, the doorway noses are wider than those on 
the facade. There are two styles of wide noses. One set has depressions on the top of the 
nose, like the masks on the facade. The other set is smooth on top, conducive to serving 
as the tread of a step. The designs on the misplaced steps have elaborate ornament above 
the so-called noses, a design only found on the masks belonging on the upper wall zone. 
In his thesis, Salazar (1953: 141) writes that during the 1951 restoration, noses that 
should have gone on the northern end of the western facade were used to reconstruct the 
southern end, remarking that the jumbled state of the facade stones presents a serious 
problem for reconstruction of the frieze (1953: 140). 
After completing two field seasons, Salazar (1953) came to several conclusions 
about the design of the Codz Pop. First, he proposed that the western facade was 
completely covered with masks, although he noted that while most of the masks on the 
western facade were similar, there were distinctions in the eyebrows on the southern half 
of the facade.95 On this end, the eyebrows alternated between three and two circles in a 
diagonal pattern, and those masks represented the rain god (1953: 124). Salazar’s rain 
god interpretation is based on the descriptions of Thompson (1936: 30) and Morley 
                                                
94 Salazar’s data and analysis was written up in his 1953 thesis from the Escuela Nacional de 
Anthropología e Historia in Mexico City, entitled Exploraciones y problemas de reconstrucción del Codz 
Pop y del Sistema I del la zona arqueológica de Kabah, Yucatán. It is interesting to note Salazar’s use of 
the term reconstruction rather than restoration, perhaps a reflection of the aim of architectural work at an 
archaeological site more than fifty years ago. 
95 In Chapter 6, I discuss the importance of this detail. 
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(1947: 253-254), and Schellhas’ God B (1904); as discussed in Chapter 3, these ideas 
permeated the literature at the time. Salazar’s analysis was supported by the presence of a 
medial molding that represented the body of a serpent. Thompson and Schellhas both 
argued for a close relationship between Chahk and the serpent.96  
Pavón, too, interpreted the masks as Chahks. In fact, he suggested that Nah Kin 
Chac, or the House of the God of Rain, was a better name for the Codz Pop, since the 
image of this god adorned the facade (1951a). He supported his analysis by explaining 
the relationship between the image of a rain god and the shortage of water at Kabah, an 
interpretation that I pointed out earlier is problematic. 
Regardless of whether one accepts their iconographic analysis, Pavón and 
Salazar’s research at Kabah opened new doors for the study of the Codz Pop. Their 
excavation expanded the data set associated with this monument. They also began 
placing elements back on the facade and endeavoring to reconstruct the Hieroglyphic 
Platform. Salazar produced the first focused study on the structure (1953), and both 
archaeologists introduced iconographic analysis into their field reports. Unfortunately, 
their iconographic interpretation was limited by their focus on the western side of the 
Codz Pop. While the western facade is among the most visibly striking and unusual 
facades in the Puuc region, it is only one component of a much larger and more complex 
structure and program of architectural sculpture. Yet the true intricacy of the other three 
                                                
96 Herbert Spinden (1975) also drew a connection between the serpent and the rain god in his dissertation 
of Maya art, although it does not appear that Salazar was aware of this work. 
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facades was unknown for another 40 years. It was not until 2013, 60 years after Pavón’s 
research, that the last portion of the facade was uncovered. 
1991-1993: Ramón Carrasco Vargas and José Ligorred Perramón 
The next major archaeological project at Kabah dates to 1991, when INAH 
Centro Regional Yucatán archaeologist Ramón Carrasco Vargas began excavating and 
mapping the site. In 1992 and 1993, archaeologist José Ligorred Perramón, who worked 
with Carrasco, directed the work at the Codz Pop.97 Unlike previous projects, excavations 
were not focused solely on the western facade, but extended to the other three facades as 
well. Ligorred concentrated on Rooms 20-22, to the east, and the facade around Rooms 
23-25, to the north. Following his fieldwork, Ligorred (1993) produced a thesis devoted 
to the iconography of the Codz Pop. Prior to this dissertation, it was the only monograph 
on this building—with the exception of Salazar Ortegón’s study of the Codz Pop’s 
reconstruction (1953). Ligorred’s integration of archaeological and iconographic analysis 
pushed his interpretation beyond others before him. While I come to a different 
conclusion about the building’s meaning than he did, in part it is as a result of the more 
recent archaeological data. 
As Ligorred’s objective was to write about the Codz Pop’s architectural sculpture, 
one goal of his excavation was to relocate the carved doorjambs from Room 21, which 
Pollock had uncovered, photographed, and reburied in the 1930s. The excavation was 
                                                
97 As mentioned in the previous chapter, two projects were going on simultaneously at Kabah during these 
three seasons. In addition to Carrasco and Ligorred’s work in the East Group, Carrasco and Eduardo Pérez 
de Heredia focused a second major excavation at Structure 1A1, the Manos Rojas. 
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successful, and in their report, they remark on their magnificent preservation (Carrasco 
1991: 5.2). Another important discovery came out of the same excavation between Room 
20 and Room 22 on the eastern side of the Codz Pop. In the rubble, the project found the 
eastern frieze fallen outward in such a way to permit excavators to be sure how the 
preserved sections and pieces were originally placed on the upper facade. Among the 
debris were fragments of a three-dimensional facade sculpture, which they quickly 
realized were visually similar to an individual who repeats on the Room 21 jambs. 
Among the rubble were the bodies, each carved from two pieces of stone. These 
consisted of an upper trunk section that depicted the figure's abdomen, chest, and arms, 
and a lower section that included the figure's belt and legs.   
While Ligorred was focused on the eastern side of the Codz Pop, Carrasco 
directed excavations on the Codz Pop roof comb, the platform, and the sub-platform. He 
exposed and rebuilt the eastern and western sides of the roof comb. The reconstruction 
was based on the remnants of the stepped fret imagery from the second level and a 
historical source: the hypothetical drawing of Tatiana Proskouriakoff (Carrasco 1991: 
5.3).  
2006-2014: Lourdes Toscano Hernández and Gustavo Novelo Rincón 
In 2001, Lourdes Toscano began a new archaeological project at Kabah. She 
resumed excavations on the Codz Pop in 2006. As part of this work, Toscano assembled 
an extensive report on the condition of the Codz Pop in which she proposed interventions 
to correct problems created by both the environment and previous archaeological 
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projects, in particular the cement used to seal the north side of the structure in 1991 
(2008).98 The cement actually attracted humidity into the nucleus through the roof, 
harming the structure. The report laid the foundation for a major project begun in 2010 
that continued into 2011. Toscano’s project removed the cement and resurfaced the roof. 
Toscano (2008) based her methodology for correcting the damages done by earlier 
projects to the Codz Pop from work completed as part of the archaeological project 
carried out at the site of Mitla, Oaxaca (Robles and Moreira 1990).  
The excavation on the roof comb was not only a repair. Through this work, 
Toscano recovered additional data about the decoration and construction phases of the 
Codz Pop. She noted fragments of stucco in the form of “X”s and long noses (2012a: 59-
60). In addition, the data uncovered suggested that the roof comb might at one time have 
been a continuation of the eastern facade. The new construction sequence proposed by 
Toscano and Novelo is discussed in more detail below.  
Under the direction of Toscano and Gustavo Novelo Rincón, each facade of the 
Codz Pop was fully exposed, including the north and south sides of the building, which 
had only been partially explored by Carrasco and Ligorred. The contribution made by the 
project’s continuous archaeological work at the Codz Pop between 2006 and 2013 
expands the quantity and scope of data available and adds considerable depth to my 
analysis. It is only because of the INAH excavations carried out by Toscano and Novelo 
at Kabah that this dissertation can offer a view of the Codz Pop as a complete building. 
                                                
98 Toscano’s 2008 INAH report contains a brief historiography of the Codz Pop, a list of excavations 
between 1950 and 2006, and a plan of action to correct damages to the building. 
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ARCHITECTURAL OVERVIEW 
The previous chapter briefly discussed the siting of the Codz Pop, which is 
situated on a large platform that extends from the adjacent Palace Group, elevated an 
additional three meters above the plaza level. The Codz Pop is raised on a second, 
smaller platform toward the far eastern edge (see Fig. 2). A narrow, steep set of stairs 
connects the Plaza Group to the eastern side of the Codz Pop Group. However, the 
primary access is a wide stairway on the western side of the building, which links the 
main platform to the sub-platform supporting the structure. The depth of the stairs 
approaching the building decreases as one ascends. There are seven steps; the eighth step 
is the top level of the sub-platform. The stairs were excavated in the 1950s, when the 
project noted that the fill in the steps protruded above the tread height. With no clear 
explanation for the design, the project decided to leave the stairs as they were found. 
 In the following section, I synthesize the aforementioned data with my own 
research in order to propose what the Codz Pop looked like in its final stage. Although 
my research focuses on the interpretation of its final phase, the Codz Pop was not a 
single-period construction, and the construction sequence and modifications to the facade 
had an effect on its final design. 
Construction Sequence 
Maya buildings were frequently modified, reused, and rebuilt (Craig 2010; 
Stanton and Magnoni 2008); the Codz Pop is no different. Pollock (1980: 194) was one 
of the first to suggest that the western portion of the structure was completed before the 
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east side. He observed better workmanship in the eastern rooms and noted the lintels are 
stone rather than wood. Yet Pollock points out that the unfinished nature of the stone on 
the interior of the rooms on the eastern side, rather than facing stone, implies that the 
eastern addition was planned from the start.99 Carrasco and Pérez de Heredia (1993) also 
proposed the eastern facade was a later, 10th century, addition. The current archaeological 
project at Kabah, under the direction of Lourdes Toscano and Gustavo Novelo, has 
offered the most nuanced sequence of construction to date for the Codz Pop. Their work 
confirms the hypotheses of Pollock, Andrews, and Carrasco’s project, who all proposed 
that the western portion (Rooms 1-14) is the original structure, while the eastern rooms 
(Rooms 15-26) are an addition. The sequence, first presented in a 2012 field report 
submitted to INAH by Lourdes Toscano (2012b), has been updated by Gustavo Novelo to 
reflect new data that was recovered during the 2012 field season. Novelo (n.d.) confirms 
that the building has a complex architectural sequence, marked by various modifications 
and alterations that had an impact not only on the overall plan but also on the facade 
design. 
Novelo (n.d.) cites six stages of construction. The oldest construction phase, 
designated 2C6/2ºA is a construction located below the door of Room 15, on the 
southeastern side of the Codz Pop. The next stage of construction, 2C6/2ºB, shows that 
the building was extended to the south. Both of these early phases are known only 
through this limited excavation. Novelo (personal communication) suggests from his 
                                                
99 While Pollock reached the conclusion that the lack of facing stones in the interior of the eastern rooms 
indicated that the addition was always planned, Toscano (2012) suggests that this same evidence shows that 
the original eastern facade was dismantled. See Novelo 2015, summarized below. 
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excavation in Room 13 that rough carved stones that appear to correspond to the earlier 
period of construction could be part of the platform that is associated with Structure 2B3. 
During the 2013 excavations in Room 1, excavation also revealed more rough stones. 
The project explored 40 cm under the floor in the southeast corner, but was unable to get 
through the large stones with their limited excavation space. 
The next construction phase is the beginning of the Codz Pop we see today. 
Designated 2C6/1ºA, this first stage of the second phase of construction is the western 
half of the building, which includes Rooms 1-14. In this early stage, the emphasis of the 
architectural sculpture program was on the mask panel, which covers a large portion of 
the western facade. Toscano (2012b: 65) suggest the eastern facade was similarly covered 
by the masks or a related decoration, but was dismantled in antiquity prior to the addition 
of the second phase. Novelo (n.d.) points out that at this time the serpent design on the 
medial molding was also established. As I will discuss in the next section, the same type 
of moldings are incorporated into the later additions, providing a unity to the building. 
The next stage of construction in the second phase, known as 2C6/1ºB, added four 
additional enclosed spaces: two in northeast corner, Room 26 and Room 27, and two in 
the southeast, Room 15 and Room 16. The roof comb extends across the length of these 
extensions, suggesting it was added during this second stage.100 The design we see today, 
however, may not reflect the original roof comb. Pieces of stucco found in the rubble 
when the roof was resealed in 2011 (Toscano 2011b) suggesting that the third phase of 
                                                
100 Structure 2C2, the building on the western side of the Palace group parallel to the Codz Pop, has a 
similar, if not identical, roof comb. It is possible that these additions were added at the same time to show 
unity of the two architectural groups. They are the only two buildings at Kabah with roof combs. 
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construction, during which the eastern extension was added, modified the original design. 
During the second phase, the corners of the original building were modified. According 
to Novelo (n.d.), the walls, once originally covered with masks, were elaborated with 
panels of guilloches and a braided design (see Fig. 143b, which shows the masks on the 
northern facade of Room 1 and the X pattern on the eastern facade).  
The third phase of construction, 2C6/1ºC, was the addition of the eastern rooms, 
Rooms 17-25. In order to support this addition, the basal platform from 2C6/1ºB was 
extended and ornamented with guilloches, stepped frets, and flower designs. The 
difference in design between the eastern and western facades led Pollock, Carrasco, and 
Ligorred to all propose a later construction phase. The newest data confirm it.  
Not knowing how much time separated each addition or modification puts us at 
some disadvantage when trying to correlate historical changes to a change in design. 
Relying on architectural style and associated ceramics, the closest we can narrow down 
the window of construction is to a period of about 200 years. The two sets of 
hieroglyphic dates associated with the building, one on the north jambs and the other on 
the east jambs, are less than 25 years apart, suggesting it could have been significantly 
less.101 At this time, dating the construction phases themselves would be pure 
speculation. Regardless, we can trace sequential changes in the architectural design—
which reveal a shift in iconographic programming. The decision to modify the 
iconographic focus, combining both the mythical and religious foundations of kingship 
                                                
101 The date on the doorjamb from Room 1, the earlier construction according to Toscano and Novelo, is 
dated 14 years later than the doorjamb from Room 21, presumed to be the latest addition. This incongruity 
is another reminder than hieroglyphic dates cannot be used to date buildings with certainty, unless a 
building dedication is recorded. 
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from the original western structure with more historical political subject matter on the 
eastern facade, parallels, to some extent, the subject matter on the facades of the Nunnery 
Quadrangle, another enormous architectural complex at the neighboring site of Uxmal 
(see Kowalski n.d., 1994; Kowalski and Dunning 1999). 
Hieroglyphic Dates 
There are two hieroglyphic dates associated with the Codz Pop that provide an 
anchor in time for this building. Yet as discussed, relying on hieroglyphs to date 
architecture in the Puuc region has its challenges. First, the lack of long count dates 
makes it difficult to correlate the Yucatecan dates to our own calendar without 
corroborating evidence. Second, we need to remember that dates do not necessarily 
correspond to the construction of the building. That said, the two dates inscribed on the 
Codz Pop, one on the north jamb of Room 21 and the other on the east jamb of Room 1, 
are only 14 years apart. The Room 21 date is 859 CE and the Room 1 date is 873 CE. As 
I outline below, the two jambs also share depictions of an individual with virtually 
identical facial markings and clothing, suggesting that they both represent the same 
historical individual. Therefore, I propose that the dating of the building, at least its use 
by the individual highlighted on each pair of jambs, is the second half of the 9th century. 
ICONOGRAPHY OF THE CODZ POP 
The construction sequence indicates a change in the iconographic program of the 
Codz Pop, shifting from a focus on mythological iconography to one that also 
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incorporates historical content.102 While analyzing the development of this material 
would be a productive exercise, I offer an alternative method, which is to study only the 
final construction of the Codz Pop. I begin with a summary of the architectural 
components that unite the building’s diverse sculptural programs—the platform, 
moldings, and roof comb. I then discuss each facade separately. In doing so, I emphasize 
that no two sides are alike; and as I argue, this design was intentional. In addition, I 
expand upon the iconographic interpretations introduced in Chapter 3.   
Before moving on, I want to draw attention to the fact that without its 
architectural sculpture the Codz Pop is a rather unremarkable building, like most Maya 
buildings, essentially a stone masonry box with vaulted rooms. As the analysis below 
reveals, the iconography imbues it with meaning, and as I discuss in the next chapter, 
brings the monument to life.  
Building Platform 
The Codz Pop shares a large platform with Structures 2B1-2B3 and Structure 
2C5, the raised extension of the Palace Group to the northeast. The Codz Pop is further 
elevated on a two-stepped sub-platform positioned toward the platform’s eastern edge. 
The building is accessible from two sets of stairs, one on the western side and the other 
on the eastern side. Along the length of the western side, and extending around the north 
and south extensions (Room 1 and Rooms 13 and 14), the building platform is flush with 
the facade. A single design ornaments this portion, a repetition of the mask motif, each 
                                                
102 It is possible that some historical iconography was incorporated on the original eastern facade that is 
presumed dismantled.  
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face with its own set of extended ear ornaments (Fig. 122). Along the eastern portion of 
the northern and southern facades, and the length of the eastern facade, the building 
platform projects from underneath the structure, creating a walkway. This walkway is 
directly accessible from the sub-platform using a set of stairs in front of Room 26, or 
stairs on the opposite side in front of Room 15 (see Fig. 131). A third access to the 
extended building platform is provided by the stairs that connect the main platform of the 
Codz Pop Group with the East Group in front of Room 21. 
There is an entirely different design for the half of the building’s base that extends 
beyond the structure. With the exception of a small extension of the mask motif design on 
the building platform between Room 1 to Room 26, separated by columns, the base 
design is a band of stepped-frets, separated by rows of vertically stacked truncated 
triangles, a chain of vertical Xs, and four-petal flowers (Fig. 123). Most flowers are 
contained within one block, although there are a couple examples where two flowers 
appear on one block. Once only, by the stairs, there is a flower on more than one block. 
Upon close inspection of the building’s platform, the multiple stages of 
construction outlined in the previous summary are visible. At the point where the 
building platform extends beyond the building itself, the basal molding has a corner, 
turning inward toward the structure (Fig. 123).  
Basal Molding, Medial Molding, and the Cornice 
The basal molding, the sculpted band between the base and the wall above it, and 
the medial molding, the sculpted band between the lower and upper wall zones, are the 
 153 
only two elements that connect all four sides of the Codz Pop. The building also had a 
cornice, however none of it remains on the building. The evidence comes from an 
excavation on the southern side of the building (Toscano 2007a), which revealed a 
perfect collapse of a vertical stack of masks surmounted by the cornice stones (Fig. 124). 
As reconstructed by Toscano’s archaeological project, the base of the cornice was a row 
of circular elements, some with recessed circles or squares, surmounted with a series of 
triangular projections of various sizes (Fig. 125). These elements are found in the rubble 
on each side, suggesting the cornice extended around the entire structure.  
The basal molding is also continuous, unchanging even when the building 
platform design on the base below it shifts. It is a bipartite horizontal band, the lower 
portion a series of rosettes and the upper portion guilloche. The simplified rosettes jut 
outward toward their base, creating a slightly angled profile. It is interesting to note the 
change in carving hand on these details, suggesting a number of artisans worked on the 
same designs and were allowed some stylistic flexibility.103  
The medial molding, which divides the building in half, is a tripartite band. The 
lower portion of the molding is a rosette design similar to the basal molding. However, 
the rosettes on the medial molding are more complex (Fig. 126). The central member is a 
saw tooth pattern at alternating 45 degree angles, which creates a zig-zag. The zig-zag, or 
celosía, was likely an allusion to a serpent’s body—as four carved serpent heads once 
projected off the corners. The top band of the molding is the intertwined guilloche, also 
                                                
103 There is less stylistic variation on the mask panels, although the hand of the artist is often perceptible in 
the forehead and ear ornaments. 
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like the basal molding below. Together the three pieces are carved to create an angled 
profile, the rosettes projecting the furthest.  
Roof Comb 
Roof combs, while common in other parts of the southern Lowlands, are rare in 
Puuc architecture (Andrews 1995, Vol 1: 65). Two of the structures at Kabah have them: 
the Palace (2C2) and the Codz Pop. As mentioned previously, the two roof combs were 
not only visibly and physically juxtaposed, but also share the same stepped-fret design 
(compare Fig. 109 and Fig. 174). The formal or figurative relationship between the roof 
combs suggests a connection between the buildings. On one hand it shares a strong 
stylistic similarity, and tends to indicate that they probably were built close in time. 
Beyond that, this visible similarity perhaps drove home that both buildings were key 
components of a more unified royal palace complex at Kabah.  
The roof comb of the Codz Pop stretches from the northern end to the southern 
end of the Codz Pop, behind Rooms 4, 6, 8, 10, and 12. The roof comb, now partially 
restored by Carrasco, was a three-tiered structure, the middle course a row of stepped 
frets. Ligorred (1994: 207) suggested there may have been a fourth level of the roof 
comb, although Toscano (2012a) did not find any indication of it in 2011 and 2012 when 
her project at replaced the seal on the roof. 
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Western Facade 
The western facade of the Codz Pop at Kabah has received more scholarly 
attention than any other portion of this structure. This renown is due in no small part to 
the fact that it remained largely intact, as compared to the other three facades which were 
buried under their collapse. As noted at the beginning of this chapter, the wall of masks is 
the most reproduced image from the site, from the 19th century to the present day. 
Because it faces the central architectural group, it is also highlighted in the reconstruction 
drawings published by Tatiana Proskouriakoff (1963) and George Andrews (1975).  
This facade has long been considered the public “front” of the Codz Pop. In part it 
is because the only way to approach the building from the ground level is to ascend the 
stairs on the western edge of the platform. In addition, the architectural sculpture on this 
side is different from any of the other three. The repetitive use of the mask, from the 
building platform to the cornice, creates a unique backdrop for the large open platform. 
Five doorways leading to five pairs of rooms are evenly spaced along the western side of 
the Codz Pop. Four of the masks on the building platform function as steps into Rooms 3, 
5, 7, and 9. The fifth entrance, Room 11 on the eastern end, has a set of four steps in 
place of the mask. The adjacent interior rooms are raised slightly. Within the interior of 
the building, the entrances to Room 8 and Room 10 are mask steps,104 although different 
in design from the exterior steps as well as from each other (Fig. 127). As Jeff Kowalski 
(personal communication) has noted, standing on such steps the individual occupying 
                                                
104 In 1950, Alberto Ruz Luhillier reinstalled the lintel from Room 8, and at that time restored the mask-
step used to enter this room. Within Room 8, Carrasco dug a trench that exposed an offering, which 
includes “noses” from the architectural facade and bones. 
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them would resemble the depictions of Maya lords standing above various basal bands 
containing earth, mountain, or underworld-related reptilian creatures seen on Maya 
stelae, a concept explored later in the dissertation (see Fig. 139). 
As recognizable as this facade is, not one of the published drawings or written 
descriptions of the western facade of the Codz Pop is accurate. Stephens (1843, Vol 1), 
was the first to suggest the masks filled both the upper and lower wall zones. The image 
of endlessly repeated masks is what people still see in their minds while staring at the 
blank spaces. Tatiana Proskouriakoff created the first reconstruction drawing in 1950, 
where she illustrated a blanket of masks (Fig. 128). George Andrew’s reconstruction of 
the East Group also filled in the western facade entirely with masks (Fig. 129). Carrasco 
(1993), too, estimated that there were as many as 240 masks on this facade. Textbooks on 
the Maya, such as Miller (1999) and general publications on Maya architecture, such as 
Andrews (1975), Heyden and Gendrop (1975), and Kubler (1984) perpetuate this idea. 
While there is a profusion of masks on this structure, the western façade of the 
Codz Pop was most likely not a solid blanket of masks. Furthermore, the simplification of 
the western facade as a blanket of repeating masks erases the variety in the mask designs, 
which actually split at the central doorway, dividing the northern and southern ends of the 
facade (Fig. 130). The work by Toscano confirms that the western facade of the Codz 
Pop was indeed not covered entirely with the repeating masks. Her project has proposed a 
new reconstruction based on the improper placement of the mask-steps, the appearance of 
profile masks, and the significant detail missing from all of the published reconstruction 
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drawings: the “crown” cornice, which might have surmounted the upper wall zone (see 
Fig. 125).  
The first hint of a more complex facade came from the excavations carried out by 
Salazar in 1951, who noted the appearance of unusual sculptural elements, such as the 
round disks (see Fig. 125b). Ligorred (1993: 245-246) also writes about the complexity 
of the masks on the facade, recognizing that the upper wall zone also had profile masks 
as part of the design. Ligorred identified four types of masks based on formal 
characteristics. The first is the masks with wider noses for steps, mentioned earlier. The 
second type includes three subtypes of the main facade masks, each distinguished by the 
decoration on the eyebrow, the nose, and the tabique, the area above the nose and 
between the eyebrows. A third type of mask occupied the space above the doorways. A 
fourth type of mask is the low relief profile masks.  
The reason Ligorred was classifying masks is because he was searching for 
linguistic comparisons, approaching semiotic analysis as something equivalent to spoken 
language where each mark was equivalent to a linguistic sign.105 Ligorred states that 
these visual signs must be viewed in their historical and social context, especially the 
local context (1998: 222). While I agree that we cannot determine meaning without 
considering context, I disagree with the historical context Ligorred chooses for his 
analysis. His approach relies little on comparisons within Kabah, instead heavily 
depending on post-Colonial sources, an issue introduced in Chapter 2. Furthermore, 
                                                
105 While often semiotics is spoken of using linguistic terms, many proponents of this approach would 
argue that it is a study of signs of communication, not spoken or written language. 
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Ligorred (1993: 200) claims “the visual code is a reflection of the verbal language,”106 
and turns to modern Yucatec to “decipher” the facade. His comparison between art and 
language is surprisingly literal. For example, Ligorred (1993: 233) interprets the 
architectural columns/colonnetttes as the word AK', which translates to column, fresh 
things, or humid places in the Cordemex, a Yucatec Maya dictionary. In addition, he 
translated the spiral of the fret as ak'ab, meaning night, dark, humid, sacred, occult, and 
the womb. Ligorred (1993: 241) argues that the motifs are not just ornamental, but 
probably had a psychological effect for the population that contemplated it.  
While the overall design of the Codz Pop is based on the repetition of the mask 
motif, I have shown that many factors are frequently overlooked. In addition to variants 
in the design, there are also differences in the style of the carving. For example, the raised 
portion on the top of the “nose” on some example is plain, while on others there is a 
downward curve at one end and an upward curve at the other. There are several variants 
in the areas above the “noses” as well. Most of these variations can be attributed to the 
individual maker’s style rather than a shift in meaning. I will return to discuss the 
differences in the mask designs and the impact it has on meaning when I revisit the mask 
motif in the following chapter.  
Eastern Facade 
Prior to 1991, little was known about the ornamentation of the eastern facade, 
with the exception of the doorjambs from Room 21 that Pollock uncovered in the 1930s. 
                                                
106 …"el código visual es reflejo del lenguaje verbal." 
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In his 1980 volume, Pollock speculated about the surrounding facade by drawing 
attention to both the feather designs and a sculpted head found in the nearby rubble, 
which he cautiously suggested might be part of the facade decoration. Carrasco and 
Ligorred’s excavations in the early 1990s confirmed Pollock’s hypothesis. The fragments 
were part of an upper frieze across which seven life-sized stone figures, dressed with 
feathered backracks, were lined up along the medial molding (Fig. 131).   
Today, the eastern facade is completely exposed and partially restored, a 
combination of the work by not only Ligorred and Carrasco, but also the continued work 
of Lourdes Toscano and Gustavo Novelo. Seven doorways on the eastern facade provide 
access into Rooms 17-19, Room 21, and Rooms 23-25. The entrance to Room 21 is the 
largest, framed by the pair of carved jambs. Rooms 20 and 22 are accessible through 
doorways on the north and south walls of Room 21. Although the focus is on the 
architectural sculpture, I want to bring attention to the potential significance of this space 
by looking at the associated archaeological data, in particular offerings uncovered in 
Room 22 and Room 21. In Room 22, a full pot was excavated. In Room 21, an offering 
of shells, stalactites, and bone was uncovered (Carrasco 1991: 64). Additionally, 
remnants of a mural were discovered in Room 21 and registered by a team of researchers 
from the Seminario de Pintura Mural from the National Autonomous University of 
Mexico (UNAM) in Mexico City (Ligorred 1993: 208).107 Framing this now lost painting 
                                                
107 Lic. Leticia Stainez coordinated this effort. For more information about the paint fragments, see 
Ligorred 1993: 208. There is no iconographic evidence remaining on the wall. 
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are the carved jambs that mark the entrance to Room 21. I will return to their 
iconographic content at the end of this section. 
On either side of the entrance to Room 21, the inferior wall zone is a latticework 
pattern interspersed with vertical rows of geometric guilloche, lined on either side by 
truncated triangles. The geometric guilloche and truncated triangles is the same motif that 
appears on the building platform. A view of this facade from the Teocalli shows the 
motifs align, connecting the lower wall zone of the eastern facade with the building 
platform (Fig. 132). The latticework fills an equal length to the stepped-fret and flowers 
from the building’s base below. According to Andrews’ file on Kabah (n.d.b, 1990), there 
are no other known examples of latticework on the lower zone of the facade in the Puuc 
region. However, further northeast at Chichén Itzá, latticework appears in the east wing 
of the Nunnery. Engaged columns on the northern corner ease the transition to the 
northern facade. It is possible columns once appeared on the southeastern corner as well.  
Although Rooms 19 to 25 on the eastern side of the Codz Pop have undergone 
restoration, most of the upper frieze remains bare. Seven human figures, carved in the 
round, once spanned the upper wall zone, standing on small stone platforms between, 
rather than above, the entrances of Rooms 19 to 23. The central figure was located above 
Room 21. Only one full figure and two-thirds of another are reintegrated into the facade, 
the two northernmost examples (Fig. 132); the remaining figures are in storage, 
museums, or reburied. Above the doors to Rooms 17-19, and Rooms 23-25, Carrasco 
(1993: 5.1) suggests were stacks of masks, three high, like those on the western facade. 
Based on the spacing of the facade, and the unusual stone fragments found only in 
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association with the eastern side (Fig. 133), he made reconstruction drawings of the 
masks with extended ear ornaments (Fig. 134). While this eastern portion of the Codz 
Pop is the latest construction phase, I would offer that the consistency in the iconographic 
program, especially the use of masks very much like those of the western facade also 
emphasizes that there is not a complete shift in iconography from one side to the other, 
although the masks here play a more peripheral or subordinate role. 
Each figure is composed of three separate sections: the head, the torso and arms, 
and the belt and legs. The figures, legs straight and arms bent at the elbows with palms 
facing out, were surrounded by a mosaic feathered back rack, head surmounted by a 
zoomorphic mask. Each figure on the upper wall zone is two meters tall. They were 
probably designed for this high location on the frieze, as at eye level they are stocky and 
unconvincing as human figures. In addition, the blocky figures were likely designed so 
they would be stylistically integrated with the structure to which they are affixed. 
While there is little variation among the full figured sculptures, two variants stand 
out. First, a circular scar that extended from around the eye to the lip, perhaps the only 
characteristic that separates this individual known colloquially as “the King of Kabah” 
from other representations of male figures at the site, is not consistently on one side of his 
face. One of the heads in storage has the scar on the right side of his face,108 while the 
rest have the scar on the left (Fig. 135). On the doorjambs from Room 21, a figure has 
this same marking around the eye. It changes location depending on which side of his 
face is turned outward toward the audience. This change in location, done so that the 
                                                
108This head is labeled number 4 (Carrasco 1992, Ligorred 1993). 
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mark is visible in each depiction of this individual, strengthens the argument that it is an 
important distinguishing characteristic. The mark needs to be shown and its location is 
not significant. At the time Ligorred began his investigation, only two of the heads were 
known: one in Mexico City at the National Museum of Anthropology and one in the 
Palacio Cantón in Merida. The excavations in the 1990s revealed four additional heads. 
The seventh, and final, head was excavated in 2012 on the north side of the Codz Pop. 
None was found on the facade. 
Outside of photos, the seven heads have never been seen together in modern times 
as a group. The head at the National Museum of Anthropology in Mexico City is still on 
display in the Maya art collection (Fig. 135a). Two more heads are in museum collections 
in Mérida. One remains in the collection of the Museo Palacio Cantón (Fig. 135b). A 
second head is in the new Museum of Maya Culture (Fig. 135c). In the Museum of Maya 
Culture, the head is on display with a complete body. The remaining four heads are at the 
site of Kabah. One of the heads was reintegrated into the eastern frieze of the Codz Pop 
during the 1992 field season (Fig. 135d). Three heads are in a local storage (Fig. 135e), 
now joined by the final head excavated in September of 2012 (Fig. 135f).  
The other noticeable variation on the three-dimensional figures on the eastern 
frieze is in the belt. I have not seen all of the bodies of the figures, as some are reburied, 
but Ligorred (1993:189, fig. 63) identifies five variables in the belts (Fig 136). All other 
differences, such as the shapes of the eyes, size of the breasts indicated by carved lines, 
and individuality of the heads, can likely be credited to artistic style. However even the 
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slightest disparities raise the question of whether this is one individual repeated seven 
times, or a group of seven individuals.  
Doorjambs, Room 21 
The doorjambs marking the entrance to Room 21 in the Codz Pop are a second 
reference to historical figures and events (Fig. 137 and Fig. 138). The jambs span the full 
width of the doorway, just under one meter, and stand two meters high. Although they 
have been reintegrated into the building, the two breaks are still visible, the north 
doorjamb fractured toward the top, cutting the two figures just above the knees, and the 
south doorjamb broken at the top of the band of glyphs, rendering them illegible.  
The format of the Room 21 jambs, which places a line of hieroglyphic text 
between two illustrated scenes, creates a narrative style like that seen at Oxkintok to the 
northwest and in other panel style monuments from the north (Pollock 1980: 281-335; 
Proskouriakoff 1950: fig. 87 and fig. 88). The jambs mirror each other: a scene of dance 
above and a capture, and possibly sacrifice, below. Typical of carved jambs, they are 
mirror images of each other—or nearly so. Some action is visible if you compare the 
lower scenes, where a blade is shown both raised and lowered.  
This individual is known in the literature as the King of Kabah.109 He has been 
identified by the distinctive facial mark that encircles his eye and loops down around his 
mouth, perhaps a sign of his most distinguishing physical mark. This figure is repeated in 
all four scenes of the Room 21 jambs. Although his clothing changes from top to bottom, 
                                                
109 Carrasco and Ligorred refer to him as the king with the scarred face (rostro escarificado). 
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this physical characteristic, whether paint, tattoo, or scarification, remains the same. The 
identification is further reinforced by his three-dimensional representation in stone on the 
upper frieze of the eastern facade, directly above Room 21.  
The north and south jambs more or less mirror each other in content and layout. 
The upper scenes show two figures dressed for battle and/or celebration, carrying darts 
and dart throwers, knees bent, leaning toward the center of the panel. Matthew Looper 
has postulated that it might be a combination of dance and auto-sacrifice (Looper 2009: 
93-94). Whatever the nature of this performance, it is interesting to note that it takes 
place in front of a witz, or animate mountain, its eye around knee level (see Chapter 6 for 
full discussion). In both scenes, the witz faces left, toward the interior of Room 21, but 
the figures parallel each other. The lower scenes include three figures, one of whom 
repeats from the upper scene—the individual with the marked eye. Two figures, wearing 
few items of clothes, lean over a captive, who struggles with the man with the scarred 
eye. The lower scenes, too, take place in front of what appears to be the witz. However, 
its form is less defined, lacking the eye. 
I want to reflect for a moment on this appearance of the animated head behind the 
scenes, as it is evocative of a widespread custom in Mesoamerican iconography that I 
also pointed out on the carved shell plaque from Grupo Temprano (see Fig. 103). In 
Classic Maya art, rulers are depicted standing on the animate mountain (see Fig. 139). At 
Tajín, a contemporary site in Veracruz, Mexico, the ballcourt panels are surrounded by 
supernatural zoomorphs. Rex Koontz (2009: 37-68) draws our attention to this motif in 
the South Ballcourt, where it encircles scenes of accession and sacrifice. While Koonz 
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suggests at Tajín the images relate to the War Serpent, it nevertheless acts to animate the 
physical location, and can indicate specific architectural spaces (Koonz 2002, 2009). As 
the discussion of the carved doorjambs from Room 1 in the Codz Pop will further 
emphasize, there is a shared visual language for representing rituals of rulership, such as 
sacrifice, across Mesoamerica during the Terminal Classic period.  
Returning to the upper panels of jambs from Room 21, the two figures are 
depicted in active poses (Fig. 137). The figure on the left is turned so his upper body is in 
frontal view, while his head and lower body in profile face right. His left shoulder is 
leaned forward, the elbow bent. In his left hand, he grips three darts just below the points 
and the stems extend behind him. The right arm is raised, the elbow even with the 
shoulder. The right hand holds a dart thrower, loaded with a fourth dart. His right eye is 
circled by the familiar mark that extends around the right side of his mouth and comes up 
under his lower lip. Though the stone below the nose is in poor condition, a mustache and 
beard are visible. It is possible that the condition of the doorjambs around the nose area is 
a result of intentional destruction. Just (2005) argues for a correlation between damaged 
monuments and removing the spirit from the stone. A long nose bar pokes out into the 
surrounding space. On top of this figure’s head is a cushion shaped headdress; while it 
mimics the texture of the headdress on the three-dimensional figure, it is not identical. 
This observation is supported by the newly discovered doorjambs in Room 1, in which 
this individual wears a headdress identical to the one on the head of the three dimensional 
representation of this person. Feathers of two lengths project from on the top: a thick row 
of flat-tipped feathers and accent feathers that are nearly twice as long and pointed. I 
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noticed one small hook-like projection off the front of the cushioned base of the 
headdress, but it is unclear what it is. Although, the curved nature implies that it is of a 
flexible material, perhaps another feather. None of his hair is visible. 
The stiff, sleeveless jacket worn by this figure is distinct. The top portion of the 
jacket is a raised, diamond-lattice pattern, bordered on the bottom by a wave that passes 
between four semi-circles, two up top, and two below. The lower edge of the jacket is a 
series of inverted T-shapes resembling those found on architecture in the Puuc region, 
strengthening the connection between these two motifs. This main pattern on the jacket is 
similar to other sculptures from the Puuc region, but does not appear in any other images 
currently known at the site of Kabah. Tozzer (1957) used these images to illustrate a 
Maya warrior in xicolli, a jacket Patricial Anawalt (1976; 1981: 39-46) ties to central 
Mexico. The xicolli is worn by Mixtec lords, and Anawalt proposes that could have been 
a military jacket (1976). Carmean, et al. (2004) proposed that the Codz Pop is a 
monument to military conquest based on the three-dimensional stone figures on the 
eastern facade. 
It is difficult to decipher what the individual is wearing on the lower portion of his 
body, as we primarily see his legs and knee ornaments. On his left knee is a rather large 
sphere, while the figure’s right knee is relatively plain. The same pattern is replicated in 
the second figure on this upper part of the jamb. Off the waistband flows a long strip of 
flexible material that touches the ground, passes between his feet, and curls up toward the 
mouth of the witz. An additional swatch of fabric hangs off the front of his waist, possibly 
part of a belt, as we see elaborately wrapped cloth belts throughout the pair of jambs. 
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The left figure wears a number of adornments in addition to the headdress, belt, 
and knee decorations. On each of his wrists, there is a large, beaded, bracelet. Around his 
neck is a matching beaded necklace, and an object that looks like a collar high up on his 
neck under his chin. A large, round earring covers the right jaw. On his feet are minimal 
sandals with a knot tied around the ankle.  
The figure on the right is depicted entirely in frontal view, with the exception of 
his head, which is in profile. Like the figure on the left, he is mustachioed with a goatee 
and long nose bar, also damaged. This figure has a shorter bar through the skin below his 
lower lip. His headdress is more complex. A curled eye points up and his mouth hangs 
open. The feathers are long and flexible. There are two rows, a short horizontal band and 
the longer feathers that come off the horizontal band and hang down to his waist. Like the 
figure across from him, a single feather bends forward. This figure also holds a dart 
thrower high up in his left hand and three darts in his right hand. This display is animated 
by the bend in his left knee. 
It appears that the figure on the right is not wearing many clothes; although it is 
possible he is wearing a skirt. It is difficult to tell due to the break in the stone. Around 
his neck is a V-shaped necklace. In addition to the tied belt, he wears two knee 
ornaments, his left leg with a pair of spheres, the right simpler, beaded bracelets identical 
to the other figure, and booties that look like they are made out of tassels. 
The lower scene shows one figure repeated from the upper scene, the man with 
the marked eye. The scene also shows the second figure, who mirrors his raised arm, and 
a third man who appears to be a captive. As mentioned earlier, they appear to be in front 
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of something similar to the witz, but with the exception of the long curls, no further 
identifying information is included. It is possible that it is intended to relate to the context 
of the upper panel—whether connecting two events or a literal representation of 
sequence. The two men performing the sacrifice are wearing fewer clothes and either less 
elaborate headdresses or no headdresses.  
The figure on the left is a new individual. His upper body is facing us while his 
head and legs are in profile. His face has a smooth round nose, a circled eye, and a 
narriguera, or nose ornament. While he does not appear to have a moustache, he does 
have a goatee.110 In his raised right hand he holds a dart in a thrower, while in his lowered 
left arm, elbow bent and hand turned palm out, he holds two more darts. He is wearing a 
headdress that looks like a skullcap with a large cross along the side. His feathers stand 
straight up, evenly matched at the end.  
The clothing and adornments are minimal on this figure, although what he wears 
is elaborately detailed. In addition to the beaded bracelets seen on the two figures above, 
and a large spherical earspool, this individual has a thick rope necklace with a large 
circular pendant with two hanging pieces of cloth. His belt is also wider than we saw 
above, with three levels of wrapped material, one a rope that matches his necklace. 
Additional flaps of fabric, perhaps part of his belt, hang to his front and back. A feathered 
dagger or knife is tucked into the top of his belt, and on his feet are sandals.  
                                                
110 The appearance of facial hair is not especially common in Maya art. However, at Kabah the seven full 
figures on the eastern facade have mustaches; all of the individuals, with the exception of the captives, on 
the Room 21 jambs have facial hair, as do several of the figures on the Room 1 doorjambs. The figures on 
the doorjambs from the western sector of the site, however, do not have facial hair. 
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Across from this individual is, once again, the so-called King of Kabah. His 
scarred eye makes him immediately recognizable. His left hand is raised, holding a short 
knife, which he aims at the captive whom he grips by the hair with his other hand, a long-
standing symbol of domination in Maya art. Instead of a headdress, in this depiction of 
this individual his hair is free, straight and touching his shoulder, a pair of feathers 
projecting from a ball on top of his head. One gets the impression he is figuratively 
exalted at the moment of his triumph. 
This individual also appears to be wearing only a wrapped cloth belt with a 
pleated loincloth, onto which the captive grabs. Like his partner across from him, a 
second dagger with the feathered end is tucked into his belt. Down his back is something 
unrecognizable, perhaps a tied cloth. Only his left knee has an ornament of tied cloth. He 
also wears a simple pair of sandals. Around his neck is the same large, beaded necklace 
he wears in the scene above, along with the beaded bracelets. In this scene, though, on his 
left wrist the King of Kabah has a second bracelet. 
The introduction of the captive is in stark contrast to the ways in which the other 
figures are presented. He is nude, as emphasized by his visible testicles and lack of 
adornments, with the possible exception of an earring. However, this could be cloth 
pulled through his ears as represented in portrayals of captives in Maya art (Houston et al. 
2006; Schele and Miller 1988). His body is in a three-quarter view, the right armpit 
turned out toward the viewer exposing the side and chest. His left foot is in the groin of 
the King of Kabah, which he appears to leverage by grabbing part of the belt. The 
captive’s right hand also pushed against the King of Kabah’s arm that is pulling his hair. 
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An interesting detail is two large impressions in the stone, one on the captive’s upper ribs 
and one on his outer right thigh. These marks are replicated on the south jamb as well, 
suggesting this modification to the stone is intentional—a physical modification that 
might indicate blade punctures.  
The inscriptions on the north doorjamb, between the two images, give us the date 
10.1.10.0.11, 2 Chuen 3 Muan, or October 14, 859.111 Unfortunately, the break in the 
south doorjamb divides the inscription, making the other half of the text difficult to read. 
The upper and lower scenes on the south jamb generally mirror the ones on the 
north jamb. It is clear, though, that many of the differences are a result of a different artist 
carving the design. The figures on the upper scene remain in the same positions, with 
only slight differences. On the south jamb, one arm of each figure is raised while the 
other two arms are lowered holding a group of three darts. Yet in the north jamb both 
figures are holding dart throwers (one with the dart), and in the south jamb, the figure 
with the scarred eyes has only the dart in his hand. The clothing and shoes, as well as the 
jewelry and other adornments, are identical. 
There is one significant difference between the north and south jambs. On the 
lower scene, there is a crucial change in the moment of the action. While both individuals 
on the lower scene of the north jamb have one arm raised, on the south jamb the 
individual with the scared eye is reaching toward the captive. Looking from one scene to 
the other one appears to be witnessing action depicted in the pair of jambs, perhaps the 
captive engaged in a gesture of supplication. The arm with the blade sweeps from the 
                                                
111 See Stuart and Rubenstein 2014 for a summary of the past confusion over the reading of this date. 
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upper right of the north doorjamb to the center of the south doorjamb where the captive, 
once struggling with the arms and belt, reaches out appearing to stop the blade. The 
figure with the scarred face also takes his foot off the captive.   
The scenes depicted on the upper and lower panels of the Room 21 doorjambs 
conflate myth and history. The figures, whose individualizations indicate that they are 
historic persons, are engaged in actions that—while tied to a specific date—are 
conventionalized in a way to signify universal rituals associated with office. Furthermore, 
the disembodied zoomorphic head behind the scenes suggests the actions are taking place 
in a spiritual realm. As I proposed, it is possible the location is not metaphysical but in 
fact an actual place imbued with a supernatural force. I return to this discussion in 
Chapter 6. 
Southern Facade 
The southern side of the Codz Pop faces Structure 2B3, making it the least visible 
of any of the facades (Fig. 140). Although the southern facade was collapsed, similar to 
the eastern facade, this allowed for systematic excavation. The mosaic facades of the 
Puuc might seem like a disaster to restore, but if they remain untouched until properly 
excavated the patterns of their collapse actually provide excellent archaeological data. 
Rooms 13-16 were the focus of the 2009 excavations (Toscano 2010b). Additional work, 
including reintegrating the corner masks, was completed in 2011 (Toscano 2011b).  
Only two doors provide access to the four rooms; on the western end, a mask step 
leads into Room 13 and the adjoined Room 14, and on the eastern end, one must climb 
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steps onto the extended building platform to enter into Room 15 and the adjoining Room 
16. The entrance to Room 15 is not a doorway, but defined by square columns. Running 
below the doors, the two iconographic programs ornamenting the building platform meet, 
the marked division making the divide between the earlier and later construction clear.   
In the 2010 season (Toscano 2011b) the project concentrated on the southern 
facade of Rooms 13 and 14, which produced an interesting find—another element not 
replicated elsewhere on this structure. Along the base, underneath the door to the interior 
Room 14, are two rows of skeletons (Fig. 141). Along the top row, skeletal heads are 
carved in high relief, sacrificial paper used for bloodletting pulled through their ears. In 
the bottom row, full-figured skeletons are carved, knees pulled up to the sides. They hold 
their eyes, still connected by the optical nerves, in their own hands. 
The artifacts recovered from Room 14 suggest this room had a ritual or 
specialized purpose. Images of skeletons are common on low platforms, which might 
have been used for sacrifice, or perhaps stood as visual representations of the ability of a 
ruler to engage in such acts (Miller 2007). Platforms carved with skeletons, bones, and 
disembodied eyes are found at nearby Nohpat and Uxmal (Fig. 142). Skull racks, often 
referred to by scholars as tzompantli, are also found in Central Mexico and Chichén Itzá. 
Yet unlike the public platforms, the skeletons on the Codz Pop are found in a restricted 
location. Of all of the sides of the Codz Pop, the southern facade is the least accessible 
and the least visible, and Room 14 is concealed within another room.  
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Wide stairs leading to Room 15, a space with only three solid walls, as the 
southern edge is a series of four square columns.112 On either side of the columns is a 
vertical stack of the four petaled flowers, carved into single stones. The perpendicular 
wall that extends the back wall of Room 15, and the wall to the other side, are covered 
with the alternating latticework and vertical guilloche and triangle pattern like those on 
the eastern facade.  
The western half of the northern end of the southern facade is covered with 
masks. The upper wall zone is no longer in place and the corner masks have fallen; 
however, there is a perfect fall of the mosaic stones. It is from here we get a glimpse at 
the elaborate cornice referenced earlier (see Fig. 124). 
Northern Facade 
The northern facade is more similar to the southern facade than the eastern facade 
is to the western facade; however, there are still some significant differences (Fig. 143). 
As noted earlier, Carrasco and Ligorred were the first to begin excavation on the eastern 
end of the northern facade (see Carrasco 1990, 1991, 1992). Room 26 and Room 27 are 
nearly a mirror image of Room 15 and 16 on the southern side of the Codz Pop.  Toscano 
and Novelo excavated the entrance to Room 26 in 2012, revealing another set of four 
square columns.113 The interior room is also raised, a row of short colonnettes running 
                                                
112 Columns like these are seen at Uxmal on the north building of the Nunnery Quadrangle. 
113 The square columns on both ends were constructed out of many smaller stones. Their collapse would 
have caused much of the frieze they were supporting to also fall. 
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under the door. During the 2012 field season, an example of ancient graffiti was located 
on the southern wall of Room 26 (Fig. 144).  
There are some other curious elements on this eastern facade. For example, there 
are nose deposits and intentionally dismantled column steps (Fig. 145). In addition, a part 
of the cornice was carefully laid in a mosaic pattern in the corner where the eastern wall 
of Room 1 meets with the platform (Fig. 146). Mask steps border the wide steps leading 
in to Room 26 and Room 27 on either side. The eastern end of the facade shares the same 
lattice work/vertical column/flower pattern as the eastern and southern facade. The 
addition of the profile masks is unique to this north side. Two profile masks, one on 
either side of Room 26, were found in situ (Fig. 147 and Fig 148). 
Even more curious is the western end of the northern facade. Excavation in 2013 
revealed there is no Room 2, as illustrated in the plans by Pollock, Andrews, and even the 
project as recently as 2011 (see Fig. 112). Masks reside on the upper and lower wall of 
this portion of the facade. Some interesting and unusual elements were excavated beneath 
the pile of mask fragments. Among them are large teeth, similar to those on Chenes-style 
zoomorphic portal doorways like the one proposed in reconstructions at the Manos Rojas 
(Fig. 149, see also Fig. 75). Gustavo Novelo (personal communication) reports that the 
fall pattern indicates these stones were not part of the original facade, but rather were 
moved to that location, prompting us to question their origin. Are the teeth from another 
part of Kabah? From a neighboring site? From further afield?  
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Even without knowing their history, this placement suggests it was a type of 
offering, or pre-termination ritual similar to the other three examples on this side of the 
building. Their fragmentation and deposition also opens up interesting questions. Do the 
teeth hold special significance, or is their removal from another structure the noteworthy 
action? Guernsey and Long (n.d) propose that the fragmentation of figurines in ancient 
Mesoamerica was tied directly to their ability to embody social relationships. In fact, 
fragmentation, and the act of fragmenting, was part of their meaning. While architectural 
sculpture and figurines appear to have little in common, if we return to the idea that a 
building could have a soul then breaking off pieces of the facade surely could have 
served to lessen or remove its power. If the building is a figurative extension of the 
kingly body, or even a part of the body politic, its fragmentation could more literally be 
equated to dismantling a “body.” 
There was another unusual archaeological find associated with the north facade of 
the Codz Pop. Portions of the mosaic mask stones are painted with curved, teardrop 
shapes. Brought to my attention during the 2013 excavations, the small, hand painted 
symbols in blue and black appear on areas that would not have been visible once they 
were installed. I have located ten different examples with possibly only two designs (Fig. 
150 and Fig. 151). Figure 5.35c shows the line of red paint over a thin layer of stucco on 
the teeth, and the location of the blue mark behind the edge. This gives us insight into the 
process of coating the facade with the thin layer of stucco and paint after it was 
assembled.   
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In addition, there were two significant finds within Room 1 in 2013—a second set 
of carved doorjambs and wall painting. The wall painting is fragmented, but was once 
brightly colored pigment on stucco. The only fragment I saw was the blades from lances. 
The doorjambs are described and analyzed below.  
Doorjambs, Room 1 
Unlike the other doorjambs carved with images at Kabah, the Room 1 jambs are 
not mirror images of each other (Fig. 152 and Fig. 153). Four bands of text divide the six 
scenes, creating a continuous narrative that begins in the east jamb and continues onto the 
west jamb. This narrative quality is typically confined to murals or the surface of 
ceramics—media that lend themselves to storytelling. While there are mural and ceramic 
traditions in the Puuc region similar to those in the southern Lowlands, wall paintings, 
such as those found at Mulchic, and even Kabah, are fragmentary. Examples of 
elaborately painted or carved ceramics are fewer (see Lyall 2011 for a discussion of 
Northern Maya Mural Painting). For that reason alone, the discovery of these jambs is 
significant, as they allow us to see how the artists of Kabah conceptualized visual 
narrative and recorded historical events. Through these jambs, we have an inside look 
into the way the people who created these monuments, from commissioners to artists, 
chose what to represent, and how.114  
                                                
114 We are able to recognize the narrative as a series of interrelated scenes due to our ability to follow 
repeated characters. In his discussion of Roman and Etruscan art, Richard Brilliant (1984: 19) introduces 
the notion that longer narrative illustrations can be read as both diachronic and synchronic images. 
Breaking down the doorjambs into six scenes it is possible to see how this works: each scene has a self-
contained message, and the connections formed by the characters suggest a longer narrative as well. See 
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As I interpret the jambs below, the series of rituals and dances depict a youth’s 
rite of passage, most likely the installation of an heir to the throne. The date recorded on 
the inscription on the top band of the eastern doorjamb in Room 1 is 10.2.3.11.5, 8 
Chicchan 8 Zotz, or March 8, 873 CE. However, this does not indicate building sequence 
and in fact is contrary to the sequence proposed by Toscano (2011b) and Novelo (n.d.) 
who place Room 1 earlier than Room 21, which has a date of 859 CE. 
Scene 1: Costuming for a dance 
The narrative begins at the top of the east jamb with a dressing or costuming 
scene (Fig. 154). The individual with the familiar eye ring, whom we recognize as the 
King of Kabah, is seated to the right, a staff in his hand tipped by a lance point. He is 
surrounded by the feathers of an elaborate headdress and backrack he wears. In front of 
him, facing the same direction, are two attendants, one standing and one kneeling, 
presenting various elements of a dance costume to a fourth figure in the upper left. This 
figure sits upon a bench, legs-crossed, receiving an ensemble of feathers—reminiscent of 
the dressing scene painted in Room 1 of the Bonampak murals (see Miller and 
Brittenham 2013: 187).  
I will refer to this cross-legged figure in the wide-brimmed hat using the moniker 
Figure 2, for lack of a better title. A closer look at his face reveals that, like the King of 
Kabah opposite him, it is also marked. Rather than the circle around his eye, however, the 
segmented line splits at the top, just below the eye, and again lower on his cheek. 
                                                                                                                                            
Cohn (2012) for a compelling argument for how we translate such conventions into something 
comprehensible. 
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Beneath Figure 2 and facing the same direction sits the fifth, and final, figure in this 
scene: a cross-legged individual in a similarly wide-brimmed hat. One hand is down to 
his side while the other holds a fan. The circular form of the "fan" suggests that it may 
also be a variant of a war banner. The similar positions and orientation of their bodies 
suggests a relationship between the two. 
There is minimal action depicted in the first image, with the exception of the 
gesture of presentation, perhaps as preliminary to investment. I expect the purpose of 
Scene 1 is to introduce who and when. The who are the King of Kabah and Figure 2, the 
two chief figures in the narrative: they repeat in all six scenes, and either actively 
participate in or oversee the various stages of the larger ritual. For the when, we can turn 
to the text that underscores this image. This passage below gives the date of March 7, 
873. This row of glyphs might also tell us what, as the final glyph in this row might be a 
verb—but it is too deteriorated to read.  
Scene 2: Scaffold sacrifice and Dance 1 
In the second scene, Figure 2, as indicated by his distinctive facial mark, is shown 
wearing the adornments offered to him in the panel above (Fig. 155). His elaborate 
costume, in addition to his raised knee and foot, animate the figure, and indicate that we 
are viewing a dance (Looper 2009). His right hand points down, palm up, middle finger 
and thumb encircled, while his lifted left hand holds a fan. The King of Kabah stands 
behind him, dressed as he was in the previous scene. In this image, it is easier to see his 
clothing: a woven tunic beneath an asymmetrical scarf, which appears to be beaded on 
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one side and woven on the other. Like Figure 2, he is also gesturing, right hand palm up, 
index finger pointed at the dance. In his left hand, he holds a large bone, likely a human 
femur.115   
Figure 2 performs his dance in front of a scaffold sacrifice, a sacrifice in which 
the victim is tied to a structure, frequently made of wood. The executioner, his back 
against the far left edge, holds an axe over a second figure who is painfully folded in half, 
forearms tied flat against the wooden structure from wrist to elbow. The depiction of a 
human scaffold sacrifice in Maya art is unusual but not unprecedented. We have a 
handful of examples from polychrome ceramics (Fig. 156) and at least three ceramic 
sculptures from the island of Jaina (Fig. 157) (Taube 1988). On the ceramic vessel, the 
victim is being burned, while on other examples he is being pierced with an arrow. 
In a study of scaffold sacrifice across Mesoamerica, Karl Taube (1988) suggested 
that this practice was tied to agricultural rituals and royal accession ceremonies. He found 
that images of scaffold sacrifice and contact period accounts tied this practice of human 
sacrifice to deer sacrifice, which fertilized the earth with either the burned remains or 
blood—perhaps both—at the time of spring renewal. The Jaina figurine that shows a man 
with a deer headdress makes this relationship clear. The legs and arms are the same 
length, the anatomically incorrect modification allowing the back to be positioned flat, 
like an animal on all fours.  
                                                
115 Lori Wright (personal communication) confirmed the bone is a human femur, based on its depiction in 
the jambs. 
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Comparing the sacrifice on the jambs with the examples from ceramics leads to 
the conclusion that the intention is the same. Comparing the date of the vernal renewal 
rites, tied to the spring equinox around March 20, to the date provided on the jambs, 
March 7, might further corroborate that scaffold sacrifices were related to spring renewal. 
The weapon used for the sacrifice on the jambs is an axe. Positioned above the tailbone, it 
is possible we are viewing a sacrifice that includes flaying the victim, even mimicking 
the skinning of a deer. 
In addition to agricultural rites, Taube found parallels between the scaffold 
sacrifice and royal accession (1988). The scaffold does not only appear in the 
iconography for sacrifices, but it is the base upon which rulers sit during accession 
ceremonies, such as the ones depicted at Piedras Negras (Fig. 158) and San Bartolo (see 
Fig. 160). The similarities between the vertical scaffold of the ruler and the tall structure 
on which this sacrificial victim is being carried are the same. Furthermore, smaller 
wooden structures, which share visual and material similarities with the larger scaffold, 
are also found in the iconography. In fact, in the first scene the King of Kabah is shown 
atop a small bench with the “X” from the tied wooden rods. A more elaborate version is 
visible on a codex-style plate (Fig. 159). We can trace this ancient motif back to the 
Preclassic San Bartolo murals, where it appears in a scene of scaffold sacrifice (Fig. 160). 
It appears that the scaffold sacrifice on the jambs from Kabah corresponds to both 
the vernal renewal, if we consider the date and the body position similar to a deer, and the 
relationship between royal accession and scaffold sacrifice, as I have suggested that the 
narrative on the jambs depicts the installation of an heir. Other scholars researching 
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scaffold sacrifice across Central Mexico and the Mixtec area (Taube 1988), and the 
contemporaneous site of Tajín (Koontz 2009: 76-82), have also related the image of 
sacrifice, including a specific type of scaffold sacrifice, to royal accession. The repetition 
of this image over an extended geographic region, including Jaina in addition to those 
mentioned above, confirms its place in a widespread, contemporary rhetoric. Across 
ancient Mesoamerica, it was vital that rulers maintained balance between the natural and 
supernatural worlds on behalf of their larger community. It is fitting that an offering, a 
sacrifice tied to vernal renewal and accession, introduces the series of dances and rituals 
in this youth rite of passage. As a repetitive and visible motif found in different regions 
and periods of Mesoamerican art, it must have resonated with a large audience. Its 
presence on the building at Kabah would have been understood in a great context in 
which rulers are legitimized by their participation in rites of accession and the practice of 
sacrifice.  
Scene 3: Lip to lip vessel ritual 
The third scene is the lowest register of the east jamb (Fig. 161). The King of 
Kabah has shifted to the far left, where he is presiding over a ritual in which all other 
participants kneel or sit. Facing him on the raised platform is Figure 2. Behind him a 
noticeably smaller figure, either the attendant of Figure 2 from the first scene, or a youth, 
who appears for the first time. What we might be looking at is the introduction of the 
youth to the ritual, as the figure in the rodent headdress from Scene 1 appears in the next 
scene with the youth. 
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Figure 2 raises a hat in his left hand, identical to the one he is wearing. It is 
uncertain whether he is handing it to someone or receiving it. His right hand is 
outstretched to a fourth figure, kneeling with ankles crossed. In between them is a 
pedestal, or column altar like those in the Plaza Group, draped with fabric. On top of the 
column is likely an offering, concealed inside the two lip-to-lip vessels—frequently seen 
in the archaeological context as caches or as single vessels offerings in the iconography 
of vessels or carved stone. 
Scene 4: Dance 2 
The fourth scene takes the viewer to the top of western jamb (Fig. 162). Its format 
is similar to Scene 1, directly opposite, as the same two figures in wide-brimmed hats are 
seated to the left. Yet, in Scene 4, rather than a dressing scene like in Scene 1, the focus is 
once again on dance. Of the six figures, at least four we have already seen. Figure 2, on 
the left, sits above the seated individual, wearing what appears to be the same wide-
brimmed rodent headdress from Scene 1. The left arm of Figure 2 crosses in front of his 
chest, a pair of deer antlers in his hand.  
The King of Kabah stands to the right, holding the large bone we saw in Scene 2. 
The youth stands behind him, wearing the same costume. This depiction is the first 
suggestion that the youth is an heir apparent. Of the four fragments, this scene is the most 
eroded.116 Yet it is possible to make out a dancer in the center, the right knee bent. 
Behind his right arm is a column similar to the last scene. It could be an altar; however, 
                                                
116 The top of the western jamb was the only of the four fragments that was excavated “face up,” hence is 
poor preservation. 
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there is no indication that it is a scattering ritual. The unidentified dancer performs on a 
platform above a contorted and upward looking figure. He is badly eroded, but his right 
hand is visible, palm outward, in the same position as Figure 2, the dancer in the second 
scene. His left hand is also raised in the air, holding an unidentified accessory. 
Scene 5: Presentation of the staff 
In the following scene, the youth makes his third and final appearance (Fig. 163). 
The adolescent is depicted receiving a tall staff from the King of Kabah. The two stand 
face to face, further suggesting the youth is heir to his throne. However, I do want to 
point out that we should not assume this is the son of the King of Kabah. While paternal 
lineage is recorded in the majority of Maya accessions, we have to acknowledge that 
sometimes young rulers are introduced from other sites.  
The two vertical staffs divide the image in half. The staffs are reminiscent of 
flapstaffs—or hasaw chan—of Yaxchilan (Fig. 164). The staffs were likely made of 
wood with cloth tied down the length (Grube 1992: 206-208). Similar objects are found 
throughout Mesoamerica. At Yaxchilan, Nikolai Grube (1992) has associated the 
flapstaffs with dance, and Carolyn Tate (1992: 84) has noted that they mark the passage 
of power and accession (1992: 84).  
The King of Kabah and the youth are no longer wearing the matching regalia 
from the previous scene. The headdress of the youth is far simpler, while that of the King 
is more elaborate. In addition, the youth now carries a rather large bundle of cloth at his 
waist. The enigmatic Figure 2 appears again, standing behind the youth, observing—as 
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he did in the scene above. What he holds in his hand is eroded, but I suspect it is probably 
a reappearance of the antlers from Scene 4, as his costume has not changed from the 
previous scene. 
The fourth, and final, figure in the scene sits cross-legged on a large bench under 
a thatched roof palapa to the left. She or he is peripheral to the central action.  
Scene 6: Dance 3 
In the sixth scene, the audience is privy to a third and final dance (Fig. 165). 
While all three figures are dressed for a performance, the focus is on the central dancer, 
Figure 2. As in other portrayals of dancers on the jambs at Kabah, his body is frontal, 
head in profile. The headdress is cut off by the top border of glyphs, as are the elaborate 
array of feathers, which fill much of the scene.  
While Figure 2 is the focal point, he is not performing the dance as “Figure 2.” He 
wears what is commonly referred to as an x-ray, or cutaway, mask, his profile visible 
beneath the large animal headdress. The presence of similar figures on polychrome 
ceramics alerts us that the dancer is embodying a supernatural being (Houston and Stuart 
1998; Just 2012; Velásquez 2007). In this guise, he is acting as the conduit between the 
supernatural and human worlds. However, his human identity is not obscured, as his 
distinct facial mark is visible through the opening.  
A second dancer behind Figure 2 also performs in an animal headdress, perhaps 
canine or crocodilian, his face peering out from its open jaws. These two dancers face 
Figure 1, the King of Kabah, holding the femur. But unlike the other two, he is not 
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costumed. In fact, the King of Kabah wears the same outfit as the previous scene when he 
handed over the flapstaff; the only change is the addition of the femur.  
The reappearance of the bone again calls attention to this object. It appears only in 
the hand of the King, and only in the dance scenes. The representation of human bones in 
Maya art likely parallels their use in life; they were adapted for a variety of purposes after 
death, not always left in the ground to decay. We know the Maya removed bones from 
graves, repositioned them, and wore them (for a good summary see Fitzsimmons 2009: 
142-169; Guernsey and Long n.d.). It looks like they danced with them too.  
This femur is likely an ancestral bone, which, carried by the King, and perhaps 
danced by the King, is used to sanctify the new heir. The iconographic examples are rare, 
but a single vessel and a carved stela suggest this is not an isolated event. The ceramic 
vessel known as the Chamá Vase (Fig. 166a) has been interpreted by Elin Danien 
(mayavase.com) as a moment when the young lord, the ch’ok ajaw, takes the place of the 
deceased king. The San Francisco stela (Fig. 166b) shows a Maya queen, holding the 
bone in the way we see many rulers holding ancestry staffs—in this case a more literal 
representation. 
Upon entering Room 1, a viewer would have been confronted with a narrative 
presented through images of investment, sacrifice, dance, and ancestry—all rituals that 
accompany an installation of an heir. Of course, there are still many questions left 
unanswered; the most pressing is the identity of Figure 2. This individual was as 
prominent in all of the scenes as the King of Kabah. Revisiting the text provides 
additional clues about the scenes and the participants. 
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A Date and a Name 
There is a clear date associated with the series of events under the first scene (Fig. 
167). David Stuart (personal communication) has translated the date to 10.2.3.11.5, 9 
Cimi 8 Zotz, or March 7, 873. Unfortunately, at this point the other three lines of text 
cannot be as easily deciphered. Following the date, the fourth line of text is the only other 
section that is somewhat legible, and it reads: (it is) the luk of Chac Xib Chahk 
by/in/at/on the jal of Xa..?, followed by the term keleem, for youth. Luk is to fish 
something, or to hook someone. Jalal means reed or arrow. Xa’ is part of the name of the 
youth (David Stuart, personal communication).  
However, there are other important pieces of information here. In an overview of 
all four lines of text, the name Chac Xib Chahk repeats three times in the jambs, once in 
each line that is not the date (Fig. 168). The name Chahk is shared with the rain deity 
frequently represented in the ceramics and the Dresden codex (Taube 1992: 17-26; 
Schellhas 1904). Twice, the word ajaw, or lord, follows the name, indicating that we are 
looking at a personal name. The first glyph highlighted in red might be a second name. 
David Stuart (personal communication) has been exploring subtle relationships 
between the placement of glyphs and text in countless examples of Maya art, particularly 
how the figures “touch” their names or other significant details in the text. I suggest a 
similar convention was likely adopted for these jambs as well (Fig. 169). The text 
highlighted in green reads Chac Xib Chahk. The two times that the ajaw, or lord, follows 
the name are highlighted in blue. The only mention of the youth that is currently known 
is highlighted in red. The figures of the King of Kabah and the youth are also highlighted 
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in green and red. Indeed, it seems the figures touch their names. Each figure is standing 
on his glyphs in the lower row, and the Chac Xib Chahk Ajaw from the upper row is 
resting upon the feathers of the flapstaffs. While it is tentative, I propose that the King of 
Kabah is tied to the name Chac Xib Chahk, which would make it the first historical name 
from Kabah.  
Before moving to the second name, I want discuss the importance of choosing the 
name Chac Xib Chahk. It is both the name of a Maya deity and a name adopted by other 
rulers in the Yucatan peninsula.  In the Relaciones de Yucatan, Diego de Landa records 
the name Chac Xib Chahk for one of the directional deities. The name also appears in the 
Motul Dictionary (Roys 1933: 172). Furthermore, the name Chac Xib Chahk was adopted 
by a ruler of Chichen Itza (Roys 1933: 67). This use of Chac Xib Chahk as a historic 
name is noteworthy, as it roughly parallels the aforementioned example at Kabah. In 
addition, the deity name Chac Xib Chahk is well attested in the Classic period.  It is the 
name of the central figure on the Cosmic Plate (Schele and Miller 1986: 307, 311), 
identified by David Stuart in the 1980s. Prior to Stuart’s identification, the Classic 
variants of Chahk were referred to as “G1.” A reevaluation of the data has already 
revealed addition examples of Chac Xib Chahk in Classic period art and writing. For 
example, Chac Xib Chahk is also cited as the owner of a number of ritual fires that are 
drilled on calendar ceremonies in the Late Classic period (David Stuart, personal 
communication). Chahk was clearly considered an important divine patron of royal 
authority in the Puuc area, as the name appears on Stela 1 at Huntichmul (Ringle et al. 
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2009) and is used by a roughly contemporaneous ruler at Uxmal, Chac Uinal Kan 
(Kowalski 1985: 51-54). 
Chahk is not the only name or title on the Room 1 doorjambs. There is likely a 
second name in the other repeated pair of glyphs, which I have highlighted in orange (see 
Figs. 168 and 169). Figure 2 stands on them. But since we cannot currently read these 
glyphs, the question remains: Who is Figure 2? Returning to the iconography might 
provide another clue. Although Figure 2 changes costumes between scenes, I noted that 
he and his subordinate, for lack of a better word, are shown in what I referred to as wide-
brimmed hats (Fig. 170).  
In 2014, Andrea Stone identified the wide-brimmed hat as a costume trait that 
marks travel in Maya art. Commonly identified as a merchant hat, she points to the 
practicalities of its design, as the brim offers protection from the sun and the higher 
crown dissipates heat (2014: 52). Stone (2014:52) herself noted that it appears in a wide 
range of iconographic contexts, suggesting that it could indicate travel in general, thus 
marking persons as foreigners or visitors. With the exception of Figure 2 and the 
individual seated below him—no one else wears the wide-brimmed hat. We might be 
looking at distant visitors—yet we do not know from how far—who were either brought 
in to participate in this ritual or perhaps have a special relationship to the youth or king.  
On the other hand, there are examples of the wide-brimmed hat that do not appear 
to have any direct reference to travel. I first came across Itzimté Stela 6 when searching 
for examples of facial marking (Fig. 171). However, on second glance, his wide-brimmed 
hat caught my attention. Itzimté is part of the Puuc region, and therefore follows the 
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regional tradition of depicting single rulers, a theme expanded upon in the following 
chapter. There is nothing in the Itzimté stela that suggests he is visiting. Yet this 
hypothesis opens up new interpretive possibilities.  
Other examples of the wide-brimmed hat appear at the nearby site of Uxmal, on 
the head of Lord Chaak in Stela 14, possibly on Stela 11, and in an architectural fragment 
found within the North Structure of the Nunnery Quadrangle (Kowalski 2003: 242, fig. 
7). Jeff Kowalski (2003: 240) favors Taube’s (1992) interpretation that the wide-brimmed 
hat is associated with Chahk, the rain god, as opposed to the proposal of Ringle et al. 
(1998) that this hat is part of the Quetzalcoatl cult of feathered serpent imagery that 
connected such diverse geographic areas as the Gulf Coast, the Puuc region, and Chichén 
Itzá. Kowalski, too, is drawing comparisons between Uxmal and Chichén Itzá, two sites 
he argues are politically aligned. However, he suggests the wide-brimmed hat is evidence 
of “expanding long distance trade relationships and political connections with elites at 
other Mesoamerican regional capitals” (2002: 240, footnote 1). 
The wide-brimmed hat in the jambs from Room 1 at the Codz Pop does not 
answer the question of meaning in the appearance of this motif in Maya art in the 
Yucatán peninsula. What it suggests to me, however, is that its inclusion is being used to 
set up difference. As pointed out, the wide-brimmed hat is used almost exclusively on the 
figures on the opposite side of the scenes from Chac Xib Chahk. He may be from afar, as 
Stone (2014) suggested. His hat may have some relationship to the rain god—an idea that 
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provokes more questions about the relationship between the hat and the figure named 
Chac Xib Chahk.117  
If the hat shows visual difference, it is possible that is it used to distinguish a role 
different than the King of Kabah. The King of Kabah has been established as a military 
leader and an authority figure. The involvement of Figure 2 in the rituals suggests he 
could have functioned as spiritual leader, although his identity—both his name and his 
role at Kabah—are unresolved. 
Sculptural Fragments 
Before moving away from the architectural sculpture on the Codz Pop, and onto 
the associated hieroglyphic platform, I want to discuss the elements in the rubble. As 
some of the photos of the Codz Pop show, there is a plethora of loose stones, many of 
which have no archaeological context. During the 2010 field season, Toscano’s project 
registered 2264 individual stones (Toscano 2011b). There are a number of geometric 
elements, some of which Carrasco identified as the extended ear ornaments on the masks 
on the eastern side (see Fig. 134), the curved caracoles (Fig. 172a), and additional floral 
elements. Among the debris are also fragments of the profile serpent masks, likely 
incorporated into on the western facade (see Fig.  149). In addition, there are stacks of 
round elements with long tenons and large triangular pieces know known to be part of the 
cornice (Fig. 172b).  
                                                
117 The interpretation of Chac Xib Chahk as the name of the so-called King of Kabah is based on the 
relationship between the glyphs and the figure. It is also possible this name refers to the guise of the king. 
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One of the most curious elements, primarily because of its unknown origin, is the 
rattlesnake tail (Fig. 172c). I located one while I was in the field and Lourdes Toscano 
(personal communication) confirmed there were at least two others. The hollow tail, 
approximately half a meter in length, is similar to the West building of the Nunnery 
Quadrangle. If the profile serpents were indeed over the doorways on the western facade, 
I would further speculate that the rattlesnake tails were also part of the overall design of 
this unusual facade.  
THE HIEROGLYPHIC PLATFORM 
The previous chapter introduced the unfortunate history of the Hieroglyphic 
Platform, Structure 2B2, also known as the Hieroglyphic Altar. This section will present 
its decipherment history as well as present a new suggestion about the shape of the 
monument (see the Appendix for images of the platform and the loose stones associated 
with it). Its physical relationship to the western facade of the Codz Pop, in front of which 
it is centered at the base of the stairs, is indicative of a connection between the two 
structures that I will propose in the next chapter is both functional and conceptual. 
If the content of this monument were complete, we would expect it to be similar 
to other Late to Terminal Classic texts in that it would provide clues to the history of 
Kabah, supplying both names and dates, and possibly places and actions. However, due 
to the condition of the stones on the Hieroglyphic Platform and the disorder of the 
inscription both on and off the platform, our challenge is greater than just reading the 
text. Since the excavations in the early 1950s, several epigraphers have turned their 
 192 
attention to this structure. Nikolai Grube’s 1986 article included the first published 
drawings and proposed a reading order. However, the drawings are limited to the 
platform itself and he does not reference the loose stones. The platform was also 
documented in the 1970s by Eric von Euw, who began a complete catalog for the Corpus 
of Maya Hieroglyphic Inscriptions at the Peabody Museum at Harvard. However, his 
drawings were never published.118 In papers on Uxmal (1985, 1986), Kowalski refers to 
the text in relation to his work on the other end of the Uxmal-Nohpat-Kabah sacbé, 
proposing that the inscription at Kabah contains an emblem glyph. In the 1990s, the 
INAH project under the direction of Ramón Carrasco also created a catalog of the stones, 
although none of the loose stones at the site was labeled. The results from Carrasco’s 
work can be found in an INAH report,119 while those of von Euw remain unpublished. 
As part of this current project, in April 2013 I began to assumable a catalog for 
the platform stones, both on and off the structure. The first stage was to map, number, 
and photograph the stones. I used Eric von Euw’s field sketches, drawn to scale, as the 
basis for the numbering system. The original drawings by von Euw included the four 
sides of the platform and 76 fragments. I removed two of the fragments that were not 
from the platform (Appendix, blocks 3 and 4), but rather were from the backrack of the 
full figures on the eastern facade of the Codz Pop. The other oddly shaped stone (see 
Appendix, block 6) is likely from a different type of monument, although it could have 
                                                
118 The illustrations of the hieroglyphic platform and its loose stones included in the Appendix are based on 
von Euw’s field sketches. 
119 Additional drawings are located in the Instituto Nacional de Antropología e Historia archives (Carrasco 
1991, Tomo 2, following page 85). 
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been related to this one. Several additional fragments are rather small and it is difficult to 
extract any information from them. The catalog of loose stones now includes 89, the 
majority complete or nearly complete blocks. The stones were cleaned by the 
archaeological project at Kabah in October 2013, and I re-photographed them in 
December 2013 (see Appendix).  
Fifty-four stones are set in the Hieroglyphic Platform. Of those stones, only one is 
a corner block; seven corners are missing from the monument. Today, one other stone 
projects at a right angle from the western side. Based on a Carnegie Institution of 
Washington photo from the 1950s (see Fig. 114), a second block once jutted out at a right 
angle from this western edge. These two stones are aligned with a perimeter of a smooth, 
uncarved surface, which is centered on each side. The uncarved area on the western side, 
visible as you ascend the stairs to the Codz Pop, is almost twice as wide as the other 
three.  
Unfortunately, the destruction of the monument is clear looking back at the image 
of the Hieroglyphic Platform from Pollock’s visit in the 1930s (see Fig. 115). There is no 
evidence that the two stones are in their original place in the photo from the 1950s, 
following Pavón and Salazar’s interventions. However, I will suggest that this monument 
had a step, or maybe two vertical steps, on each side. In the rubble, we find the corners 
missing off the platform as well as additional corner stones, 18 total. Since only seven 
corner blocks are missing from the platform as it is reconstructed, there are at least two 
possibilities. First, it is plausible the Hieroglyphic Platform had a third level; although, 
this does not seem likely considering the finished top edge on the second course of 
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stones. A second option is that there were smaller steps leading to the monument. Among 
the loose corner stones, there are two different heights. One set is the same height as the 
corners on the platform (see Appendix: blocks 11, 17, 19, 20, 56, 65, 66, 70, 71). Within 
this set of blocks, there are narrow corners and corners whose widths are the same 
dimension as the height. The other set is about two-thirds the height and nearly cubic (see 
Appendix: blocks 18, 30, 31, 59, 95, 96). Based on shape and size alone, I suggest blocks 
11 and 65, the only two that are twice as deep as they are wide, could have been two ends 
of a first level of a step. There are four other corner blocks that are narrow, but the same 
depth (see Appendix: blocks 19, 20, 70, and 71). Based on these data I suggest that there 
were originally steps on all four sides of the Hieroglyphic Platform. These steps might 
not have been built into the sides, but could have been free standing—in front of the areas 
with smooth, uncarved surfaces. At least one set of steps was probably two levels.  
At the time I was creating the catalog, I met Philipp Galeev, an epigrapher 
studying Puuc inscriptions. He, too, was working on the Hieroglyphic Platform at Kabah. 
Among his areas of study was the paleography of the stones. There are different carving 
styles on the platform glyphs, an attribute previously noted (Grube 1986). Galeev 
(Rubenstein and Galeev n.d.) used this information to propose several reasons for the 
varied styles. First, there might have been several scribes. Second, the double-line 
carving might indicate a relationship of some kind between Kabah and Xcalumkin. Third, 
there might be more than one text on the platform. And finally, Galeev notes that the 
recorded history of Xcalumkin covers a brief period in time, 9.14.17.00 – 9.16.10.0.0, 
which translates to the second half of the 8th century, between 728 CE and 761 CE. While 
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Galeev suggests this range of dates might correspond to the creation of this Hieroglyphic 
Platform, I should note these dates fall about a century earlier than the dates inscribed on 
the doorjambs of the Codz Pop, which are 859 CE and 873 CE.  
Galeev’s interpretation of the inscription confirms that the platform does follow 
the standard information included in Maya hieroglyphic writing, such as dates, places, 
and records of public or elite events. The initial stage of research completed with Galeev 
(Rubenstein and Galeev n.d.) concluded that in the hieroglyphic inscriptions there was 
royal authority at Kabah, a mention of an accession of a lord of Kabah, evidence of 
military activity, and evidence of ritual calendric activity. The results of this preliminary 
study of the hieroglyphs support the ideas presented in this dissertation that argue for a 
strong political leader who engaged in military activities and other rituals of office.  
The catalog of the hieroglyphs associated with this platform adds a new level of 
understanding to the Codz Pop. Thanks to the assistance of Lourdes Toscano and 
Gustavo Novelo, whose team assisted with the moving, cleaning, and labeling, I was able 
to gather a scattered data set. In the future I plan to revisit the hieroglyphs and once again 
try to make some sense out of their reading order. Outside of the glyphs themselves, clues 
lie in the physical properties of the stones, as it is only through puzzling out the 
relationships of scale, size, and style that any reconstruction is possible. Even without a 
full decipherment, the Hieroglyphic Platform still offers information about its use, as I 
demonstrate when I revisit this monument in the extended analysis of the Codz Pop. 
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SUMMARY 
The data presented in this chapter show the extensive architectural sculpture 
program associated with the Codz Pop at Kabah. Everything from the base of the 
monument to the roof comb is ornamented with supernatural and historical imagery. In 
addition to the moldings, which unite the diverse sculptural programs, the architectural 
mask motif also repeats in some form on each facade, signifying its important place 
within the changing building design. Furthermore, the analysis allowed me to revisit the 
earlier discussion on regional iconography. I proposed that the architectural mask was a 
motif that referenced animate stone or earth, and by extension an animate building, rather 
than a specific deity. Using the Codz Pop, I argued the placement of the mask on each 
side was intended to enliven the structure. The masks, which form a backdrop for 
performances and rituals, then might also reference a sacred space tied to the powers of 
creation or the natural environment. The next chapter will delve even further into this 
hypothesis as I explore how the masks on the western facade were activated through 
burning incense and performance. Moreover, the iconographic study of the Codz Pop 
confirmed that in the 9th century there was one ruler associated with the major 
construction phase of this structure, his image and rituals of office embedded into the 
building itself. The decipherment of the most recently discovered doorjambs from Room 
1 provide compelling hieroglyphic evidence that his name was Chac Xib Chahk. This 
individual, noted by the encircled eye, appears 17 times on this building. My analysis of 
the two sets of carved doorjambs and the sculpted facade provides the first cohesive look 
at the historical data embedded in this structure. The following chapter will explore the 
 197 
relationship between the supernatural and historical imagery, and demonstrate how the 
Codz Pop was an extension of Chac Xib Chahk. 
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Chapter 6: Articulating Rulership through the Codz Pop 
INTRODUCTION 
In the Puuc region architecture was the principal medium through which rulers 
communicated their power and projected their authority. Toward the end of the Terminal 
Classic period, we see an increase in innovative building designs, which took the 
standard iconographic system and rearranged it to promote the political agenda of a 
single ruler. Buildings such as the Manos Rojas and the Codz Pop at Kabah, as well as 
the House of the Governor and the Nunnery Quadrangle at Uxmal, exemplify the most 
iconographically and conceptually complex examples of the expressive potential of the 
regional architectural sculptural program. Moreover, these structures emphasis the 
authoritative influence of monumental architecture during the Terminal Classic period in 
the Puuc area. Through architectural manipulation, Maya rulers could participate in a 
regional system, visually represented by the more widely shared and commonly 
understood repertory of architectonic elements and symbolic forms, while also 
introducing specialized and unique elements and innovative sculptural programs that 
promoted their localized political agenda. 
Chac Xib Chahk’s rulership at Kabah was articulated through the Codz Pop, a 
complex structure that incorporated images with both historical and supernatural 
meaning. I argue that this visible expression of power was intensified by the belief that 
the Codz Pop was an animate building, one that replicated the natural landscape and 
acted as a conduit between the human and supernatural worlds. As a liminal space, the 
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building was the ideal location for rituals and performances, the western facade acting a 
sacred backdrop. Furthermore, the building itself was the perfect surface for the depiction 
of the ruler, as demonstrated by the imagery carved on the doorjambs and placed onto the 
facade. By recording history on the sacred stone, the ruler’s actions became part of the 
living structure. Therefore, in his physical absence, the images inscribed onto the 
monument were a constant reminder of that his reign was sanctioned by, and served to 
help guarantee the continuity of, the divinely created order of the world.  
THE CODZ POP AS A STAGE FOR RULERSHIP 
While the Codz Pop is celebrated for its elaborate surface ornament, it would be 
remiss to ignore the powerful impact of the building itself. Although there are other 
spectacular architectural groups at Kabah, the Codz Pop is among the most dramatic. 
Lifted atop a large platform, it is the tallest structure in the East Group. It faces the 
central and western sectors of the site and is visible from every major structure at Kabah. 
In Chapter 5, I proposed that the main access to the Codz Pop was the steep stairs 
centered on the western side of the large platform, an approach that took advantage of 
dramatic revelation and theatricality. This western access is the only approach to the 
structure from the Plaza level; and it is from this angle that one can sense the full 
monumentality of the structure. Despite its size, as one advances toward the east the 
building does an extraordinary disappearing act (Fig. 173). Nearing the stairs, the 
massive platform begins to conceal the building, which sinks behind a wall. For a 
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moment, only the roof comb is visible, and then nothing.120 When one reaches the top of 
the steep, narrow steps, the Codz Pop reappears—all at once (Fig. 174).  
This experience is replicated in architectural complexes all over the world. One 
can have the same experience ascending the Nanna Ziggurat at Ur in Iraq, the Sanctuary 
of Fortuna Primigenia in Italy, climbing the Pyramid of the Sun at Teotihuacan, or 
passing through Structure 19 (known as the Labyrinth) at Yaxchilan. Architects take 
advantage of a building’s ability to play with our senses in order to intensify our 
connection to the space itself. How we physically interact with a structure is central to 
our understanding of it. As Robinson (2012: 337) suggests, one cannot appreciate 
architecture without the experience of moving through and around it. This movement, she 
argues, prompts the body to respond emotionally, thus helping to understand the building 
and space. Pollitt (1972) and Lynch (1960) discuss the process of experiencing 
architecture similar to the Codz Pop as a type of tripartite seeing: the process of seeing, 
forgetting, and rediscovering. This action is not tied to the eyes, as the terms suggest, but 
rather the mind. Davies (1997) explains a similar process using Trajan’s column, whose 
narrative, carved into the surface, is only legible if one circles the monument. Davies 
(1997: 59) argues that by designing the monument so that movement is required is not 
merely a tactic to physically engage the viewer, but also “encourag[es] his mental 
interaction…thereby forcing him to perpetuate Trajan’s memory.”  
                                                
120 As the roof comb is probably an important local marker, as indicated by its repetition on the Palace 
directly behind the Codz Pop, that it can be viewed in isolation from the rest of the building is further 
suggestive of its ability to signal a specific lineage (see Gendrop 1985). 
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Likewise, the Codz Pop was only fully activated through human interaction. 
Revisiting the building’s iconography underscores this point. While I mentioned in the 
previous chapter that the construction sequence had some bearing on its iconographic 
development, it is still clear that each facade was designed to serve a unique function as 
no two sides are alike. For example, the full-figures of the king on the eastern facade and 
carved jambs from Room 21 face the enclosed Palace Group. By contrast, the isolated 
and difficult to access southern facade is ornamented with supernatural imagery and 
includes the interior room with skeletal basal molding. The northern facade, visible but 
not accessible from the plaza level, combines supernatural and historical imagery, 
including the elaborate doorjambs and now lost mural painting. The western facade of the 
Codz Pop, a main focus of this chapter, is visible from the Plaza as well as the central and 
western sectors of the site and ornamented entirely with supernatural imagery. What I 
suggest in the following pages is that as a backdrop the profusion of masks and serpents 
would have transformed the building and its platform into a supernatural landscape. The 
drama built into the approach and siting of the building would have further heightened 
sensations associated with this structure, provoking the body and the mind.  
A Living, Breathing, Backdrop 
I have argued that the Puuc architectural mask is a visualization of the essence of 
architecture and the stone from which it is made. Abstractly, this concept likely extends 
to include references to physical places or specific spiritual forces that reside in the 
natural landscape. This idea is not specific to the Puuc region, as across ancient 
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Mesoamerica palaces and pyramids were built to replicate the natural landscape 
(Ashmore and Brady 1999; Stone 1992). Two-thousand years before the Codz Pop was 
constructed, we see this concept at the Olmec site of La Venta (Reilly 2009), where earth 
was compacted into conical mounds replicating volcanoes or mountains. The same ideas 
have been applied to the largest structures from ancient Mesoamerica, including the 
Pyramid of the Sun and the Pyramid of the Moon at Teotihuacan (Kowalski 2009; Miró 
2009). The Templo Mayor in Tenochtitlán (López Austin and López Luján 2009, Matos 
Moctezuma 2009) replicates mountains and responds to the sacred landscape. On the 
southern edge of Mesoamerica, Temple 22 at the Maya site of Copan in Honduras (Fig. 
175) has also been interpreted as a sacred mountain (Ahlfeldt 2004; Stuart 1997; von 
Schwerin 2011). Koontz (2009: 15-35) has tied the Pyramid of the Niches at Tajín in 
Veracruz into the Mexica belief in the Snake Mountain. Other times, the relationship is 
even more literal. For example, the Temple of the Foliated Cross at Palenque is built into 
the side of a hill (Stuart and Stuart 2008). I would argue that the placement of Kabah’s 
buildings along the ridges suggests a similar response to the landscape, extending the 
natural rises. 
Architectural historian Vincent Scully (1991: xi) has long been a proponent of the 
idea that "…the relationship of manmade structures to the natural world offers…the 
richest and most valuable physical and intellectual experience that architecture can 
show…" In other words, architecture can respond to the natural landscape, and when 
certain aspects are not present, like mountains, they can be replicated through 
architecture. Stone (1992: 112) proposed that the initial inspiration for ceremonial 
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architecture was the natural environment, which she described as “forest” or 
“wilderness.” Her thesis suggests that architecture can reference both a generalized, but 
dramatic, topographic feature as well as a specific location. Taube (2004) has also 
worked with the idea that architecture can reference the environment, in particular a Pan-
Mesoamerican mythological place he refers to as Flower Mountain. His analysis 
incorporates architecture and other types of images that reference Flower Mountain, 
including examples from the Preclassic Olmec site of Chalcatzingo to Late Classic Tikal 
as well as Terminal Classic Puuc architecture. 
I suggest that architecture was viewed not only as a reference to the earth or a 
particular place, although I think it can serve these functions as well, but also as a human-
built animate landscape. This creates an interrelationship between the built and natural 
environment, with the former both referring to, evoking, and potentially embodying the 
powers and spiritual forces associated with the latter. Furthermore, it creates a sense that 
nature can be regularized and, to some extent, effectively controlled and harnessed by 
human society. The Codz Pop was designed to replicate the living landscape using 
animate stone, made visible through the architectural masks. The same masks provide 
several clues to help us understand how the building was conceptualized. As the 
construction sequence in Chapter 5 lays out, Rooms 1-14 (the western facade) formed the 
original structure, emphasizing that mask iconography was essential to the original 
design. In subsequent building phases, the architectural mask program was carried 
throughout the rest of the structure, some version of the mask panel appearing on each 
side.  
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Looking at other examples of Terminal Classic Puuc architecture, from the most 
basic to the most elaborate, shows that mask panels are being used in a similar fashion at 
nearby sites. When they appear on corners they tend to conceal the shape of the building; 
their animation becomes the dominant characteristic (see for example Fig. 12b, Fig 20, 
and Fig. 21). This observation returns me to the discussion of placement of the masks and 
any meaning we can discern from their location in relation to each other and the structure. 
In the iconographic analysis of the western facade of the Codz Pop I noted a clear split in 
design between the northern and southern portions of the western facade. While all 
published reconstruction drawings of the building show a repetition of a single mask 
style, I pointed out that there are actually two variations (see Fig. 130). On either side of 
the central doorway one can observe differences in the earspools and brows (Fig. 176). 
Furthermore, the design on the southern end of the facade, which is a variation on the 
more common design used on the northern end of the facade, is arranged along a diagonal 
line; it does not blanket this end of the facade.  
There is no other example against which to compare this design. However, we can 
look toward a greater Mesoamerican belief in duality as a concept that underlies the 
structure of the world. In hieroglyphic writing two conflicting ideas create one by pairing 
signs that collectively refer to the greater whole. Human or divine figures can also be 
depicted as have two seemingly opposite aspects that reflect the whole. The frequent 
conflation of the human and supernatural speaks to this point as well. The dichotomous 
relationships that appear to define Maya beliefs are embedded in the design of this 
structure. 
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Another design element of the Codz Pop is crucial to understanding it as an 
animate structure. On each mask that is not a step there are two divots, presumably 
representing the creature’s nostrils (Fig. 177). While no chemical analysis has tested this 
theory, using comparative evidence I propose that the building also functioned as a large-
scale incensario, or incense burner. The divots on the masks’ noses appear on not only 
the Codz Pop, but also other buildings in the region— including the Manos Rojas and the 
Great Pyramid at Uxmal. None of these noses is in a location where one would step, and 
no divots are carved into the mask steps inside buildings in the Puuc region (see Fig. 
121). 121 Another interesting comparison is to an excavation at the Temple of the Cross at 
Palenque, which revealed that large incensarios were once stacked along the stepped 
facade of the building (Cuevas 2007). The burning of the censers would have appeared to 
give life to the building. A similar use of a building as a large-scale incense burner is 
Rosalila at Copan (Taube 2004). Burning copal, or a similar substance, in these shallow 
holes of the mask noses would have metaphorically allowed the building to breathe while 
enhancing the sensory experience beyond the visual and physical. The shallow scooped 
areas are also structurally related to candeleros, small, portable objects with two divots 
used for burning copal or a similar substance. Candeleros are found in the archaeological 
record (see Braswell 2003: 63-65 for good examples from Escuintla), although rare in the 
Puuc region (see Smyth 2000). This western facade of the Codz Pop was probably once 
                                                
121 As pointed out in Chapter 5, the appearance of these noses with divots in place of steps on the western 
side of the Codz Pop are due to incorrect restoration in the 1950s. 
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shrouded with smoke coming from the rich, sticky copal burned in the nostrils of each 
mask. 
The integration of masks into the facade is not the only evidence that the building 
was conceived of as a living thing. We know that the Maya ritually “killed” objects 
imbued with supernatural power, for example drilling a hole through the center of a pot 
or chipping the nose and mouth of a stone image of a ruler (Just 2005). This practice 
suggests that objects and places were imbued with power that could be removed through 
human intervention, destroying the material from which it was made. During excavation 
at the Codz Pop in 2012, Toscano’s project discovered fragments of the mask panels and 
cornice buried at the base of the north side of the building (Fig. 145 and Fig. 146). 
Dismantled and rearranged, this evidence implies that when the building was no longer in 
use it was also terminated, or “killed,” through rituals (Toscano and Huchim n.d.). 
Supernatural Space 
In my analysis of the Room 21 doorjambs from the Codz Pop, I suggested that the 
animated zoomorphic head that appears behind the scene localized the actions in a 
supernatural space (see Fig. 138). In the upper registers of the jambs, the profile head is 
clearly represented while in the lower registers the head is less clear, but the presence of 
similar scrollwork suggests that it is to be understood as concealed behind the human 
figures. A similar nebulous collection of swirls is visible on the carved shell plaque from 
Grupo Temprano (see Fig. 103). Earlier I proposed that the western facade of the Codz 
Pop was designed as a supernatural backdrop, and perhaps even the one represented in 
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the jambs or on the shell plaque, thus placing the scenes in a physical geographic space as 
well as one imbued with supernatural power. Nowhere is there a greater example of this 
type of Maya spectacle than the murals of Bonampak. Three rooms in Structure 1 are 
painted with lively scenes of musicians, dancers, captives, bloodletting rituals, the 
presentation of an heir, and battle (see Miller and Brittenham 2013 for the most recent 
analysis). All of these acts take place under watchful zoomorphic heads painted at the 
peak of the vault (Miller and Brittenham 2013: 194, 195). It is conceivable that ritual 
performances at Kabah were on the scale of those recorded at Bonampak. The design of 
the western facade of the Codz Pop was likely intended to be not only a backdrop for 
performance, but a space that facilitated rulership by permitting the ruler to engage with 
the supernatural realm. 
 I have argued that the zoomorphic mask, with its reptilian or serpentine qualities, 
is representative of the animate earth, particularly the essence of stone. The previous 
section suggested that the building could be activated through burning incense, 
heightening the sensory experience. Another significant iconographic element visible on 
this western facade that supports my hypothesis that the Codz Pop straddles the human 
and supernatural worlds is the serpent medial molding that divides the building into two 
horizontal bands. The land-bound serpent frequently symbolizes the surface of the earth 
in Maya iconography and marks the transition point where the supernatural and human 
worlds meet. I propose that the same concept is incorporated into Puuc architecture. 
It is conceivable that the ruler, presumably Chac Xib Chahk, would have 
surmounted the Hieroglyphic Platform in front of the western facade inserting himself 
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into the supernatural realm represented by the backdrop of mask panels and the serpent 
body. The Codz Pop was not merely a sacred backdrop in front of which to enact these 
rituals and performances, but the source of power from which the ruler could draw. The 
building was a co-actor in the king’s performance of rulership. The Codz Pop’s facade, 
covered completely in mask and serpent imagery, has been described as anomalous and 
mysterious as well as aesthetically unsuccessful because of its over-abundant use of this 
single motif.  
Two Classic period examples help us to understand the extreme use of the 
personified mountain-earth-stone imagery stacked on this monument. The first is a stone 
bench (Fig. 178) depicting the god Itzamnaaj to the right, a woman opposite, possibly a 
goddess, and a small god known as Pax in the center (Miller and Martin 2004: 28). The 
figures sit within a border of stacked masks, marked as tuns or stones, animated not only 
by their eyes but also their rhythmic repetition. The scene portrays the meeting of the 
human and supernatural realms, as most likely we are viewing human beings 
impersonating deities (Miller and Martin 2004: 29). The replication of the frame of masks 
is analogous to the western facade of the Codz Pop, animate stones signifying 
supernatural space. Since the object is a bench, one could figuratively—or perhaps 
literally—insert him or herself into the same supernatural backdrop by sitting down.  
Another example that incorporates a similar stacking of animate masks, further 
connecting the iconographic motif with the supernatural realm, is the Vase of the Seven 
Gods (Fig. 179). On this vessel a two-sided frame surrounds a deity, God L, who faces 
left toward six other gods from the Maya pantheon. In this case the deities are not 
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impersonators, yet they are still set within a framework similar to the one carved into the 
bench. The placement of divine figures within a border of stacked masks further stresses 
the important link between the repeated masks and a space inhabited by deities—both the 
gods themselves and their human imitators. 
Comparing the aforementioned objects against the western facade of the Codz 
Pop strengthens my argument that it was intended to function as a sacred place, one that 
was realized using animate stones to “frame” the supernatural realm. The masks appear to 
have a special function to connect the human ruler with the supernatural world. Another 
set of examples mentioned earlier that emphasizes this connection is the the depiction of 
the mask behind rulers at Kabah, present in the Room 21 doorjambs (see Fig. 137 and 
Fig. 138) and the shell plaque (see Fig. 103), reinforcing the notion that a ruler can 
transfer his person to the supernatural world, or connect with it on some level. My 
inclination is that other Puuc buildings functioned in a related way, although they might 
not have been fully operational performative spaces.  
Directly south of the Puuc region, Chenes style architecture further suggests that 
mask imagery transforms a building into a sacred space in front of which one could carry 
out performances. An example from Tabasqueño, Structure 1 (Fig. 180), combines the 
stacking mask motif at its corners with a fully decorated facade—a single monster-mouth 
style entrance, such as the one proposed in the Manos Rojas reconstructions (see Figs. 75 
and 77). The stacked masks animate the building and likely mark it as a sacred location. 
Along the brow of the zoomorphic doorway figure is a two-headed serpent. As I argued 
for the Codz Pop, this serpent might represent the earth’s surface, animated below. 
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Studies on the performance of rulership in architectural space stress the vital 
connection between the built environment and the ruler (among them Fash and López 
2009; Inomata 2006; Inomata and Coben 2006; Inomata and Houston 2001), particularly 
the role theatricality plays in political authority. Inomata (2006: 809) reminds us “public 
performance is embedded in social relations, experiences, and economic activities of 
everyday lives.” In other words, while spectacle associated with rulership might appear as 
if it is a show, it is designed to interact with the local population on an intimate level. 
In the Puuc region, the design of architectural space and the iconography support 
the theatricality of rulership. Jeff Kowalski (1994) has argued that the Nunnery 
Quadrangle at Uxmal is a quadripartite representation of the world, one into which the 
ruler could insert himself. A recent study discusses ways in which the iconography of the 
Nunnery's facade sculptures combines references to deep mythological time of world 
creation, ancestral sources of authority and power, and recent history in a ritual 
framework, including allusions to warfare through display of captives (Kowalski n.d.). 
Kowalski points out the interaction between the divine and human, reinforcing the 
important relationship between the two.  
THE CODZ POP AS A PERMANENT SYMBOL OF AUTHORITY 
The Codz Pop was not only an animate structure that functioned as space for 
performance, but it was also a powerful surrogate for Chac Xib Chahk when he was not 
actively performing. While I have proposed that one of the main functions of the western 
facade was to serve as a supernatural space into which the ruler could place himself, he 
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could not be present all the time. Instead, the building itself prominently displayed his 
image, which was replicated sevenfold on the upper facade of the east section and ten 
additional times on the two sets of elaborately carved jambs. The incorporation of the 
ruler into the architectural framework literally and figuratively strengthens the connection 
between the structure and the individual. 
The eastern facade is a powerful example of how Terminal Classic Puuc rulers 
used architecture in the Puuc region to connect the human and supernatural. On the 
frieze, a series of three-dimensional carved figures representing Chac Xib Chahk stand 
directly on the medial molding (Fig. 181). The zig-zag design of the molding represents 
the body of the snake, whose heads projected the corners. I have argued that the snake 
symbolizes a conduit between the natural and supernatural realms and can also represent 
the surface of the earth (see Fig. 30).  
The Link Between the Human and Supernatural Worlds 
While stelae are found at several sites in the Puuc region, including Uxmal, Sayil, 
and Xcalumkin, sites with an abundance of these freestanding monuments are the 
exception rather than the rule. Instead, historical images and texts are frequently carved 
onto elements that form part of the architecture. In the Puuc, there is a profusion of 
carved lintels and panels, columns, framed doorways, and doorjambs. At the site of 
Kabah the most common location for historical imagery is the doorjamb. There are 
currently eight known examples: two associated with Structure 2A3 (see Fig. 100), two 
associated with the upper level of the Manos Rojas (1A1) (see Figs. 79-82), and four 
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associated with the Codz Pop (2C6) (see Figs. 137-138, 152-153). In addition, there are 
two additional jambs carved with hieroglyphic text from the Manos Rojas. Furthermore, 
it is possible the decayed wooden lintels of many of the buildings extended the historic 
architectural sculpture program (see Fig. 69).  
Among the Preclassic and Classic Maya, the upright, freestanding stone stelae 
were one of the most common media for depicting kings and queens. Strategically placed 
throughout the landscape, they played an important role in ritual behavior (Stuart 1996) 
and were fundamental actors in performing rulership (Guernsey 2006; Guernsey et al. 
2010). The absence of a widespread stela tradition in the Puuc region, and the increased 
use of architectural sculpture, suggests that the buildings themselves assumed the 
function of recording the royal image and recounting the deeds of the royal courts. 
Therefore, architecture was also a means to establish and extend their political reach.  
Stelae are powerful monuments in large part because of their materiality. 
Returning to Stuart’s (2010) example of the animate qualities inherent in the uncarved 
stelae from Naranjo, one can see the relationship between the object and the message. To 
inscribe one’s image on stone imbued with the forces of the supernatural world was to 
both benefit from and co-opt its power. I have argued that the buildings in the Puuc 
region are also constructed with similar aims; the qualities that gave stelae their innate 
power are magnified in monumental architecture. It is perhaps this recognition that 
prompted artists to inscribe the images of rulers directly onto these structures. 
A doorjamb is similar in scale to a stela. Its vertical orientation and relationship to 
the human body is analogous. However, unlike stelae, they cannot be circled or wrapped. 
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There is no strategy to embedding them in the landscape. Yet they offer other 
possibilities. Although carved doorjambs are more common in the north of the Maya 
region than the south, even in the Puuc region they are not a standard architectural 
feature; but Kabah has among the most. In 2008, Julie Patrois counted 55 carved jambs 
from across the northern Yucatán peninsula (Patrois 2008: 45, Table 1). The new jambs 
from Room 1 of the Codz Pop at Kabah bring the total to 57. Of the 57, eight of the 
carved jambs are from Kabah. The only location with more is Xcalumkin, a Puuc site not 
far west, which has ten. Most of the vertical monuments, including jambs, portray a 
single figure, typically a ruler—sometimes with secondary figures (Fig. 182). The format 
and imagery make it possible to draw parallels with stelae in the south, it also harkens 
back to Preclassic and Classic Maya architecture, which included images of supernatural 
settings and historic individuals. Architecture in the Puuc region continues to magnify 
this tradition while downplaying the stelae cult. 
At Kabah, images of rulers are on lintels, doorjambs and the frieze of the Codz 
Pop. The lintel from Manos Rojas has been destroyed, and we are only left with 
Catherwood’s drawings (see Fig. 69). The eight carved doorjambs provide a relatively 
large case study to see how rulers integrated their images and their actions into the 
already ornate architecture. At the site of Xcalumkin, individual rulers appear on 
architectural panels, columns, and doorjambs—carved into the surface of the building 
(Fig. 183). A similar pattern can be seen in four of the eight carved jambs known at 
Kabah: the two jambs thought to be from Structure 2A3, in the western sector of the site, 
and another set from the western sector, the jambs from the Manos Rojas, Structure 1A1. 
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A similar scene is depicted, although in a markedly different style. As I pointed out in 
Chapter 4, there are no dates associated with either set of jambs. 
The other four carved jambs from Kabah are associated with the Codz Pop. The 
third set of jambs frame the entrance to Room 21 on the eastern side of the building and 
the fourth set frame the entrance to Room 1 on the northern side of the building. 
Compared to the jambs originating in the western sector of Kabah, the format and content 
is markedly different. The Room 21 jambs contain two scenes divided by a band of 
hieroglyphs.122 The Room 1 jambs are more complex. Each jamb is divided by two bands 
of hieroglyphs, creating six separate scenes. While Room 21 jambs contain ten figures, 
the Room 1 jambs contain 26, offering us an extended narrative. 
Sacrifice and Dance: Rituals of Rulership 
It was a fundamental responsibility of rulers to maintain natural order through 
communicating with the gods, an act that translated to social order. This relationship 
between the two realms is stressed in the Codz Pop by the integration of the human and 
supernatural iconography on the facade as well as on the doorjambs. The carved 
doorjambs also provide some insight into the types of rituals that were practiced at 
Kabah. The frequently interrelated themes of sacrifice and dance repeat on the jambs 
from Room 1 and Room 21. In this section, I will consider what it means to record these 
specific events, as by examining the elements of ritual we develop a more complete 
understanding of the nature of rulership at Kabah.  
                                                
122 An extended description and analysis of the Room 21 jambs can be found in Chapter 5. 
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The emphasis on dance and sacrifice is revealing because it strengthens the ties 
between rulers at Kabah and other Maya rulers. It also builds on the ideas of the previous 
section that rulers and their associated governmental officers had a responsibility to 
perform. In the jambs from Room 21, it is telling that dance and sacrifice are the two 
main themes presented. In Room 1, the context is expanded, but we still see a repetition 
of dance (Scene 2, Scene 4, and Scene 6) interspersed with other scenes of rituals, one of 
which is a human sacrifice alongside the dance in Scene 2.  
Among the Maya, we find examples of auto-sacrifice, or self-sacrifice, sacrifice 
of captives or other individual, animals, and substances (Schele 1984; Schele and Miller 
1986; Stuart 1984; Teisler and Cucina 2007). At the core, sacrifice is the notion that one 
makes an offering in order to receive something in return. This is a basis tenet of 
rulership, to maintain the balance between the natural and supernatural world through 
sacrifice. As discussed in some detail in the previous chapter, the doorjambs from Room 
1 offer an extended look at this practice in action. The appearance of the human sacrifice 
in the second scene is especially revealing. Associated with vernal rites and rulership, it 
provides the subtext for the series of events that follow, all of which center on rituals that 
connect the gods and ancestors to this historical event. The repetition of the bones in 
particular emphasizes the importance of lineage (McAnany 2000). 
 Interspersed between dances, where individuals perform both as themselves and 
impersonating others, we are informed of a number of related rituals, whose quieter tone 
also sets up a rhythm in the jambs. The scenes of investment, sacrifice and dance, and the 
lip-to-lip ritual on the east jamb, and the flapstaffs sandwiched between two dances on 
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the west jamb, all reinforce the need to maintain balance. Matthew Looper’s (2009) 
cogent analysis of Maya dance examines the place of dance in Maya ritual. We see that 
idea cemented here, as dance and sacrifice, coupled as complementary aspects of ritual 
performance, were aimed at providing continuity of both cycles of agricultural fertility 
and of the dynastic line of Kabah.  
SUMMARY 
I argue that the Codz Pop was viewed as an animate extension of the supernatural 
world that the ruler harnessed to promote his authority in the Puuc region. Drawing on 
the local system of iconography, the architects of the Codz Pop pushed the elements of 
this regional architectural system to their extreme limits. The extraordinary profusion of 
mosaic sculptural elements that blanket the western facade of the Codz Pop almost seem 
to dissolve the solidity of the solid walls, emphasizing the identity of the building as a 
vital embodiment of the living stone and sacred mountains. By focusing on the mask 
motif, we can see how it is intended to imbue a structure with life. The Codz Pop stresses 
this ritual aspect and vital character by becoming a structure that exhales through the 
burning of incense. Furthermore, this building shows the flexibility in the architecture 
system toward the end of the Terminal Classic. Through experimentation it creates 
individuality and by means of historic imagery, it powerfully promoted the authority of a 
single ruler. The Codz Pop is animate architecture and an extension of the ruler onto the 
landscape.  
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Chapter 7: Conclusions and Future Directions 
CONCLUSIONS 
I began this project to examine how a close study of the Puuc architectural 
tradition could address questions about the nature of political organization in the region 
during the Terminal Classic period, a time when structures at the largest sites showed 
significant variation and innovation in their designs. I argued that the common set of 
motifs on the buildings represented a shared ideology while the rearrangement of the 
standard images and addition of others, including historical depictions of rulers, allowed 
structures like the Codz Pop to transform into symbols of local identity. More than just a 
static marker on the landscape, however, I suggested that Puuc architecture was 
fundamental to the articulation of rulership.  
Throughout this dissertation, I explored the way meaning was created through 
architectural sculpture at the regional, site, and building level. I began by reexamining the 
most common motifs used in the architectural sculpture program, relying on their 
placement to enhance my interpretation of both their individual significance and the way 
in which they were being used to communicate messages about local and pan-
Mesoamerican beliefs. This approach allowed me to establish that the forms and their 
arrangements were not purely tied to broadly shared religious belief system, but 
expressed political ideology as well. 
 By narrowing the focus to Kabah I was able to study the range of architecture 
present at a single site. The summary of art and architecture at Kabah revealed that within 
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cities, too, there was great variety in the use of architectural sculpture. Several major 
building clusters, including the Manos Rojas Group, the Dos Altos Group, and the Codz 
Pop Group, showed particular innovation in design. All of those areas also incorporated 
historical images into the regional iconography. Furthermore, the overview of the site 
revealed the practice of carving historic imagery onto doorjambs and altars, rather than 
stelae and other freestanding monuments.  
  The study of architecture at Kabah revealed that an overall site design was 
maintained as the site grew. Although dating continues to be problematic, archaeological 
evidence suggests that the central sector of the site includes several of the earliest 
structures. The major building groups to the west and east are all oriented in this 
direction, and the various structures appear to engage each other across great distances. 
Unfortunately, this chapter also revealed that uneven excavation at this site—and most 
others in the region—creates an imbalance in the available data. 
 I then narrowed the focus further to examine the use of architectural sculpture on 
a single building. The Codz Pop is the only monumental structure at Kabah that has been 
fully excavated, thus making it the ideal case study. Yet it was more than a matter of 
convenience that led me to this building. The Codz Pop also has one of the most intricate 
and elaborate facade designs in the Puuc region, mask panels appearing in greater 
profusion than any other building in the Puuc region. Through the analysis of the Codz 
Pop’s architectural sculpture, I was able to expand on the iconographic interpretations in 
Chapter 3, arguing for the close relationship between the architectural mask and the 
serpent imagery. Since the two appear alongside each other, designed for the same 
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audience, I was able to compare their morphological features, which are remarkably 
similar. Using this information, I concluded that the principle function of the mask panel 
was to animate the building, its presence allowing the built environment to be imbued 
with a supernatural essence. More than just a representation of animate stone, however, 
the mask motif probably tied into a larger belief system, perhaps even referencing 
specific mythological locations or physical features on the landscape.  
 Furthermore, my analysis of architectural sculpture and hieroglyphic inscriptions 
related to the Codz Pop increases our historical knowledge of the area, filling in names 
and dates that were previously unknown. My examination of the recently excavated 
doorjambs from Room 1 was particularly significant. Following this research, I proposed 
that the individual repeatedly depicted on the building is named Chac Xib Chahk. 
Through the carved jambs we are privy to rituals and rites carried out under his direction, 
which I emphasized are focused on dance and sacrifice. Inscriptions from the two sets of 
jambs also give us the dates 859 CE and 873 CE, which almost certainly fall within his 
reign. As I argued, the final iteration of the Codz Pop is a symbol of his rulership, and 
therefore I have placed the major construction of the building in the second half of the 9th 
century.  
The final chapter examined the Codz Pop as the ultimate expression of a ruler’s 
power and an instrument of social order. It is, quite literally, an extension of Chac Xib 
Chahk’s body, both acting on his behalf and carrying his image. The conception of the 
building as animate architecture further dictated its design, function, and how it affected 
viewers. I proposed that the architectural masks and related serpentine imagery 
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transformed the building not only into an extension of the kingly body but also an 
extension of the landscape, representing that critical juncture between the human and 
supernatural worlds. The dramatic siting of the building and the profusion of masks on 
the western facade created a sacred space that rulers could activate through ritual and 
performance. In this context, I argued that the Hieroglyphic Platform in front of the 
Western facade of the Codz Pop was a stage upon which the ruler could place himself at 
the center of this mythological space. 
The relationship between the mythological and historical imagery on the building 
furthers this point. As animate landscape, the Codz Pop was able to perpetuate the actions 
of the ruler. Large, stone representations of Chac Xib Chahk on the eastern frieze depict 
him standing on the back of a snake, the liminal boundary that marks the transition 
between the human and supernatural world. Even when absent, he was still present, 
fulfilling his role as communicator between the two realms. Moreover, the inscribed 
doorjambs preserve and perpetuate his significant rituals and rites. By recording history 
on the animate stone the events are not static, but living reminders of Chac Xib Chahk’s 
success in his supernaturally sanctioned role. 
FINAL THOUGHTS 
The Codz Pop is an interesting case study; it is at the same time typical of 
Mesoamerican architecture and unique. The concept that a building could be animate is 
reflected across ancient Mesoamerica, as is the notion that a structure could mimic a 
nearby mountain or follow the curves of the landscape. As I discussed earlier, these ideas 
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are replicated in architecture across the world and throughout various periods of time. In 
that sense, the Codz Pop is an iconic example of a multi-cultural tradition. In addition, 
my argument that the Codz Pop is a literal extension of the ruler Chac Xib Chahk’s body 
on the landscape is one that has been made for other buildings as well, for example the 
Northwest Palace at Nimrud in Mesopotamia where Ashurnasirpal II is inscribed on the 
walls, immortalizing his image.     
Yet the Codz Pop is also a singular form; no other building just like it exists. As 
my own analysis demonstrated, a building is interpreted in relation to other buildings, and 
it is through this comparison that difference is recognized, today as in the past. The 
abundance of masks and integration of complex narrative panels set the Codz Pop apart 
in the Puuc region as well as from other structures at Kabah. While elements such as the 
mask panels and serpent imagery maintain some semblance of conformity at the site and 
regional level, their repetition and the addition of historical figures and events on the 
Codz Pop suggest a different intent. The unique arrangement of images on the facades of 
this structure opened up new iconographic interpretations, the wall of masks leading me 
to other examples in Maya art that helped explain the conceptual foundation for this 
imagery. The design, while unusual, is nevertheless tied to a greater ideology. 
The Codz Pop’s balance between innovation and convention is what makes it an 
exceptional building. Following my in depth study, I am certain the original architects 
and those who had input into its design were aiming for this effect. The result is a 
monumental structure that captures the essence of Terminal Classic rulership in the Puuc 
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region, one that combines religious and political ideology in order to assert influence and 
affect social change. 
FUTURE DIRECTIONS 
This dissertation investigated one of the largest eastern Puuc sites and one of the 
region’s most impressive buildings. While it clarified how rulership is articulated through 
these large, central monuments, it does not go as far as addressing the cultural and 
political implications of architecture on a lesser scale. What makes architectural sculpture 
such an important visual system in the Puuc region is that it is distributed among smaller 
sites—and smaller buildings—too. Future research will expand the scope of analysis in 
order to explore how this relationship works on another level. 
As excavations at Kabah and throughout the Maya region uncover new data our 
understanding of the Codz Pop will no doubt become more nuanced and multifaceted, not 
only expanding our knowledge of Kabah but also how the Maya conceived of their 
architecture. As I pointed out, few in depth studies have been undertaken at the building 
level, a direction that also warrants further attention. The value of the present research 



















Figure 3. Aerial view of Kabah looking southeast (Ferguson-Royce Collection of Pre-






















Figure 4. Detail of the western facade of the Codz Pop (Photo by the author) 
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Figure 5. View of the Puuc terrain (Photo by the author) 
 
 
Figure 6. Example of Puuc Colonnette style architecture. Structure 1C1, Kabah (Andrews 
1995, Vol. 1: 54, fig. 52) 
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Figure 7. Example of Puuc Mosaic style architecture, Codz Pop (Structure 2C6), Kabah 






Figure 8. Example of Late Uxmal Style. a. Great Pyramid, Uxmal (Andrews 1995, Vol. 
1: 90, fig. 95), b. East Building of the Nunnery Quadrangle, Uxmal (Andrews 1995, Vol. 






Figure 9. Page from Atlas Arqueológico showing Kabah (inside white rectangle) and 
































































Figure 12. Examples of textile-like facades at Uxmal. a. Northern building of the 















                             b.                        c. 
 
Figure 14. Masks from the Puuc region. a. Labna (Pollock 1980: 28, fig. 51a), b. Xlapak 












Figure 15. Masks from the Puuc region. a. Sayil (Pollock 1980: 101, fig. 202a), b. Xlapak 
(Pollock 1980: 102, fig. 204a), c. Uxmal (Andrews 1995: 170, fig. 3) 
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Figure 16. Typical conventionalized serpent head (Spinden 1975: 40, fig. 30) 
 
Figure 17. Postclassic Chahk (Taube 1992: 20, fig. 5d) 
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Figure 20. Corner masks on Structure 1 at Xlapak (Photo by the author) 
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Figure 21. Corner masks on Temple 22 at Copan (Stuart 1997: 15, fig. 6) 
 




Figure 23. Geometric mask, Structure 1A2, Kabah (Andrews 1995: 173, fig. 7) 
 
Figure 24. Profile mask identified as a serpent head (Spinden 1975: 126, fig. 175) 
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        a.                                                                      b. 
 
 
                                              
                                               c. 
Figure 25. Architectural sculpture from the Codz Pop, Kabah. a. frontal mask on the 
western facade, b. profile mask on the northern facade, c. frontal and side view of serpent 

















Figure 28. Examples of polychrome ceramics showing figures emerging from serpents. a. 






Figure 29. San Bartolo mural, north wall (Illustration by Heather Hurst) 
 
 




Figure 31. T or “ik” shaped architectural sculpture (Photo by the author) 
 










Figure 34. Fret and step-fret architectural sculpture (grecas and grecas esclonadas) 
(Drawings by the author) 
 
 




































Figure 38. Miscellaneaous architectural sculpture from the Puuc region. a. birds from 























































































Figure 43. Arch of Kabah, 1842 (Stephens 1843, Vol. 1: 400) 
 




Figure 45. View of the Arch at Kabah from the south (Photo by the author) 
 
Figure 46. Map of Uxmal-Nohpat-Kabah sacbé (Carrasco 1993) 
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Figure 48. Plan of the Arch at Kabah (Andrews 1990) 
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Figure 49. View of the Arch at Ek Balam (Photo by the author) 
 






Figure 51. Altar 3 at Kabah. a. Top fragment (Photo by the author), b. Illustration of top 

















Figure 52. Altar 4 at Kabah. a. Photos from the Carnegie Institution of Washington 
(Peabody Museum of Archaeology and Ethnology, Harvard College, 58-34-20/28403 and 






Figure 53. Monument 3 at Kabah. a. Photo by the author, b. Photo from the Carnegie 
Institution of Washington (Peabody Museum of Archaeology and Ethnology, Harvard 
College, 58-34-20/28398) 














Figure 55. Altar 8 at Kabah. a. Photo from the Carnegie Institution of Washington 
(Peabody Museum of Archaeology and Ethnology, Harvard College, 58-34-20/28400), b. 















Figure 56. Altar 25 at Kabah. a. Photo from the Carnegie Institution of Washington 
(Peabody Museum of Archaeology and Ethnology, Harvard College, 58-34-20/28686 and 














Figure 59. View looking east from the Manos Rojas (1A1) (Peabody Museum of 





Figure 60. View of 1A2 from the west (Photo by the author) 
 










Figure 63. Plan of the Manos Rojas (1A1) (Pollock 1980: 141, fig. 282) 
 
 
Figure 64. View of the Manos Rojas (1A1) from the east (Photo by the author) 
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Figure 65. Detail of south end of the western facade of the Manos Rojas (1A1) (Photo by 
the author) 
 
Figure 66. Three stone tenoned skulls from the Manos Rojas (1A1) (Photo by the author) 
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Figure 67. A carved serpent head from the Manos Rojas (1A1) (Photo by the author) 
 
Figure 68. Hypothetical reconstruction drawing of the Manos Rojas (1A1) showing 
possible placement of the carved skulls (Pérez de Heredia 1998: fig. 1.13A) 
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Figure 69. Drawing of a carved wooden lintel from the Manos Rojas (1A1) (Stephens 






















Figure 70. Hypothetical reconstruction drawing showing placement of masks at the base 






Figure 71. Mask details from the exterior of Room 21 on the upper level of the Manos 






 Figure 72. Mask details from the exterior of Room 21 on the upper level of the Manos 








Figure 74. Hypothetical reconstruction drawing of a celestial band on the Manos Rojas 
(1A1) (Pérez de Heredia 1998: fig. 1.26) 
 
Figure 75. Hypothetical reconstruction drawing of facade around Room 21 of the Manos 
Rojas (1A1) (Pollock 1980:145, fig. 289) 
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Figure 76. Temple IV of the Pyramid of the Magician at Uxmal (Photo by the author) 
 
Figure 77. Hypothetical reconstruction drawing of facade around Room 21 of the Manos 





Figure 78. Plan of upper level of the Manos Rojas (1A1) showing placement of the jambs 






































Figure 82. Jamb 2, upper section, from the Manos Rojas (1A1) (Drawing by the author 







Figure 83. Jamb 2, lower section, from the Manos Rojas (1A1). Jamb 3 in Pérez de 
Heredia’s plan. a. Photo by the author, b. Rubbing by Merle Greene Robertson 
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Figure 84 a.-b. Details of the supplicants’ marked faces from Jamb 1 and Jamb 2, Manos 
Rojas, c. Detail from Room 21, south jamb, Codz Pop, d. Detail from Room 1, East 































Figure 85. Marked faces in Maya art. a. Jaina figurine, detail (Schele 1997: 37, fig. 14 
detail), b. Jaina figurine, detail (Schele 1997: 77, fig. 20), c. Maya stucco portrait head 
(Smithsonian collection, Collected by Thomas Gann and presented by James B. Ford 














Figure 87. Glyph Panel from the Manos Rojas (1A1) a. Photo by the author, b. Drawing 




Figure 88. View of the northeastern corner of the second level of the Manos Rojas (1A1) 
in the 1930s, Photo from the Carnegie Institution of Washington (Peabody Museum of 
Archaeology and Ethnology, 58-34-20/28433) 
 
 





Figure 90. Stone reptilian head located on the east side of the plaza of the Dos Altos 























Figure 92. Remnants of paint on the western wall of Room 9 of the Mirador (2A1) (Photo 
by the author) 
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Figure 93. Southeast corner of the Mirador (2A1) (Photo by the author) 
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            a.                                                                       b. 
 
                                c.                                                                        d. 
Figure 98. Stucco from Structure 2A2. a. (Stephens 1843, Vol. 1: 409), b. (Pollock 
1980:170, fig. 331b) c. (Carnegie Institution of Washington, Peabody Museum of 














Figure 100. Doorjambs from Structure 2A3. a. Drawing of east jamb (Pollock 1980: fig. 





Figure 101. Plan of Grupo Temprano (1A3-1A8) (Andrews 1990: 49 after Pollock 1980) 
 
 
Figure 102. View of Grupo Temprano looking northwest from the southeast (1A3-1A8) 















































Figure 106. Temple of the Columns (1C1) a. View from the west, b. View from the 
southeast (Photos by the author) 
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Figure 107. Plaza of the Palace Group (2C1-2C4) looking northeast from the Codz Pop 
(2C6) (Photo by Gustavo Novelo Rincón, Proyecto Kabah) 
 
 
Figure 108. Northern facade of the Teocalli (2C3) (Photo by the author) 
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Figure 109. Western facade of the Palace (2C2) (Photo by the author) 
 
 





Figure 111. View of the northeastern corner of the Codz Pop (2C6) from the Teocalli 




Figure 112. Plan of the Codz Pop (2C6) (Pollock 1980: 176, fig. 338) 
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Figure 113. View of the Hieroglyphic Platform (2B2) from the southwest (Photo by the 
author) 
 
Figure 114. View of the Hieroglyphic Platform (2B2) from the southwest (Photo from the 
Carnegie Institution of Washington, Peabody Museum of Archaeology and Ethnology, 
Harvard College, 58-34-20/56130.1) 
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Figure 115. View of the Hieroglyphic Platform (2B2) from the west in the 1930s 
(Carnegie Institution of Washington, Peabody Museum of Archaeology and Ethnology, 
58-34-20/28273) 
 
Figure 116. View of Structure 2B3 from the north (Photo by the author) 
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Figure 117. Western facade of the Codz Pop, illustration by Frederick Catherwood 
(Stephens 1843, Vol.1: opposite 387) 
                      a.                                            b.                                                     c. 
Figure 118. Detail of the north end of the western facade of the Codz Pop. a. Illustration 
by Frederick Catherwood (Stephens 1843, Vol. 1: opposite 388) b. Photo by Teobert 
Maler (1997: pl. 75) c. Photo by Desire Charnay (1885) 
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Figure 119. View of the western facade of the Codz Pop (2C6) in the 1930s (Photo from 
the Carnegie Institution of Washington, Peabody Museum of Archaeology and 
Ethnology, Harvard College,  58-34-20/28230) 
 
Figure 120. Photo of the jambs excavated from Room 21 of the Codz Pop (2C6) in the 
1930s (Photo from the Carnegie Institution of Washington, Peabody Museum of 










    
   a.                                                                  b. 
Figure 121. Mask steps at the Codz Pop. a. Entrance to Room 5, b. Entrance to Room 6 
(Photos by the author) 
 
 
Figure 122. View from the southwest showing the building platform of the Codz Pop 
(2C6) (Photo by the author) 
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Figure 123. View of the northeast corner of the building platform, arrow indicating the 






















Figure 125 a. Hypothetical reconstruction of the western facade showing the cornice 






















Figure 126. Rosettes from the Codz Pop a. section of basal molding, b. section of medial 































Figure 128. Tatiana Proskouriakoff’s reconstruction of the East Group (1976: 59) 
 
Figure 129. George Andrews’ reconstruction of the East Group (George F. and Geraldine 







Figure 130. Two mask designs on the western facade of the Codz Pop. a. earflare and two 
mask halves from the north end, b. mask from the south end. Drawings by George 






























Figure 132. North end of the eastern facade of the Codz Pop (Photos by the author) 
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Figure 134. Hypothetical reconstruction of the eastern mask with extended ear flares. 





                                a.                                    b.                                   c. 
 
                                d.                                     e.                                    f.           
 
g. 
Figure 135. Sculpted heads from the eastern façade. a. National Museum of 
Anthropology and History, Mexico City, b. Palacio Cantón, Mérida, c. Museum of Maya 






Figure 136. Full figure from the eastern facade of the Codz Pop and the various belt 
elements identified by José Ligorred Perramón. a. Photo by George F. Andrews (George 
F. and Geraldine D. Andrews papers) b. Drawing by Ligorred (1998: 191, fig. 63) 
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                                 a.                                                                          b. 
Figure 137. Doorjambs from Room 21, Codz Pop. a. north jamb, b. south jamb (Photos 






                                a.                                                                          b. 
Figure 138. Doorjambs from Room 21, Codz Pop. a. north jamb, b. south jamb 





Figure 139. Bonampak Stela 1 showing ruler on animate mountain (Miller and 











































































                                                            
                      b. 
Figure 143. Nothern facade of the Codz Pop. a. excavation in 2012 and b. post-restoration 
















Figure 145. Broken nose fragments excavated on the north side of the Codz Pop (Photo 














Figure 147. Detail of profile mask on the western side of Room 26 of the Codz Pop 
















Figure 148. Detail of profile mask on the eastern side of Room 26 of the Codz Pop (Photo 





Figure 149. Long teeth found in front of Room 1 of the Codz Pop (Photo by the author) 
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Figure 150. Stones with blue painted marks from the northern facade of the Codz Pop 






Figure 151. Stones with blue painted marks from the northern facade of the Codz Pop 










Figure 152. Doorjambs from Room 1 of the Codz Pop. a. east jamb, b. west jamb (Photos 
by the author) 
                                a.                                                                           b. 
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Figure 153. Doorjambs from Room 1 of the Codz Pop. a. east jamb, b. west jamb 
(Drawings by the author) 
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Figure 154. Scene 1 from the eastern doorjamb from Room 1 of the Codz Pop (Drawing 
and photo by the author) 
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Figure 155. Scene 2 from the eastern doorjamb from Room 1 of the Codz Pop (Drawing 
and photo by the author) 
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Figure 157. Ceramic figures from Jaina, Campeche. a. (Narro Robles 2011: 347), b. 




Figure 158. Accession ceremonies on stelae from Piedras Negras. a. Stela 14, b. Stela 25 
(Drawings by John Montgomery, famsi.org) 
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Figure 159. Ceramic codex-style plate, K5377 (Photo copyright Justin Kerr, 
mayavase.com) 
 
Figure 160. San Bartolo Mural, detail of scaffold sacrifice on the North Wall. Illustration 
by Heather Hurst (Saturno et al. 2005) 
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Figure 161. Scene 3 from the eastern doorjamb from Room 1 of the Codz Pop (Drawing 




Figure 162. Scene 4 from the western doorjamb from Room 1 of the Codz Pop (Drawing 
and photo by the author) 
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Figure 163. Scene 5 from the western doorjamb from Room 1 of the Codz Pop (Drawing 
and photo by the author) 
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Figure 164. Depictions of the flapstaff at Yaxchilán. a. Lintel 9, Drawing by Ian Graham 




Figure 165. Scene 6 from the western doorjamb from Room 1 of the Codz Pop (Drawing 






Figure 166. Iconographic examples of the long bone. a. Chamá vase, K593 (Photo 
copyright Justin Kerr, mayavase.com), b. San Francisco stela (Miller 2004: 103, pl. 46) 
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Figure 167 Glyph bands from the Room 1 doorjambs of the Codz Pop, date highlighted 
(Photos and drawings by the author) 
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Figure 168. Glyph bands from the Room 1 doorjambs of the Codz Pop, date, names, and 
titles highlighted (Photos and drawings by the author) 
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Figure 169. East and west doorjambs from Room 1 of the Codz Pop. Figures touching 
names and titles highlighted (Drawings by the author) 
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Figure 170. Depictions of wide-brimmed hats in ceramic vessels. a. K8872, b. K7613 







Figure 171. Itzimté Stela 1 (Corpus of Maya Hieroglyphic Inscriptions) 
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Figure 172. Miscellaneous sculpture fragments from the Codz Pop. a. caracoles, b.- c. 
cornice fragments, d. rattlesnake tail (Photos by the author) 
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Figure 173. Series of images showing the approach to the Codz Pop from the west 












Figure 175. Reconstruction of sculpture surrounding doorway of Temple 22, Copan, 





Figure 176. Central doorway on the western side showing the location where the mask 
design splits on the Codz Pop (Photo by the author) 
 











Figure 178. Sculpted throne back, 700-800 CE (Miller and Martin 2004: 28-29, pl. 1, 























Figure 179. Vase of the Seven Gods (K2976), Naranjo region of Guatemala or Belize, 













Figure 181. Detail of the eastern facade of the Codz Pop showing a full-figure standing 














Figure 183. Carved doorjambs from Xcalumkin (Corpus of Hieroglyphic Inscriptions) 
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Appendix: Hieroglyphic Platform (1B2) at Kabah 
STONES IN SITU ON THE HIEROGLYPHIC PLATFORM 















































































































North side of the Hieroglyphic Platform
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CATALOG OF LOOSE STONES FROM THE HIEROGLYPHIC PLATFORM 
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